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ABSTRACT 
Critics generally agree that Tennessee Williams' 
best works to date have been his early ones and that 
his last major critical success was The Night of the 
Iguana, published In 1961.  The decade of the seventies 
has been particularly disappointing.  In Vleux Carre, 
written In 1977♦ however, there are signs of the 
Tennessee Williams of the past.  Although the play Is 
not entirely free from flaws, It Is reminiscent of 
earlier Williams plays and offers a glimmer of hope for 
Williams1 return to his former self as one of America's 
most eminent playwrights. 
Vleux Carr£ bears the stylistic signature of 
Williams 1 Its characters are recognizable 1 Its setting 
is familiar1 Its mood Is repetitive} and the themes 
echo those of his previous plays.  Williams has, how- 
ever, breathed new life Into this play, revealing new 
directions, new visions, and a new emphasis. 
For the first time In any Williams work, we wit- 
ness In VIem Carre a figure who Is a writer In a play 
strictly about the writing process.  The play details 
the Initiation of a naive twenty-eight-year-old boy in- 
to writing! he moves from a barely monosyllabic con- 
versationalist, who has artistic proclivities but is 
unable to write, to a self-assured writer, busily re- 
cording the events in his life and finally producing a 
completed work. 
Vleux Carre Is a memory play In which the writer- 
narrator views his past and re-lives it in order to come 
to terms with it.  His stay at the Vieux Carre (the Old 
Quarter) of New Orleans had once enabled the young wri- 
ter to perceive reality and face the future optimisti- 
cally, and now his nostalgic return there via his memo- 
ries offers him the opportunity to resolve the issues of 
his guilt-ridden past.  The writer-narrator's look back- 
ward enables him to empty out memories which still haunt 
him—memories of characters who affected and wounded 
hlmt of his development into a writer who had to "spy" 
on others in order to writei of his own sexual initia- 
tioni of his opting for a world of adventure on the 
"open road," a world contradictory to that of his gen- 
teel upbringing.  Revisiting the past and the recording 
of it affords him relief from the guilts and inhibitions 
he once felt and thus enables him to grasp the future. 
Vleux Carre is a poignant, convincing, and at times 
comic portrait of an artist growing up, and it is 
worthy of more close critical attention than it has 
received. 
INTRODUCTION 
The past plays an Integral part in shaping «ur 
present and our future.  It Influences our personalities 
and our outlooks on life.  Certainly the years help to 
alter our pasts—details are forgotteni well-rounded 
personalities we have known become one-dimensional» 
positive experiences we have had become sentimentalized 
and exaggerated! guilt over wrongdoings becomes magni- 
fied and continues to haunt us in the present.  In order 
to survive In the present, it is often essential to re- 
visit our pasts In order to assuage the guilt and put 
things in their proper perspective. 
Tennessee Williams1 Vleux Carre is a memory play in 
which the writer-narrator views his past and re-lives it 
in order to come to terms with It.  His stay at the 
Vleux Carre (the Old Quarter) of New Orleans once had 
enabled the young writer to perceive life and find a 
future, and now his nostalgic return there by way of his 
memories offers him the chance to resolve the Issue of 
i 
his guilt-ridden past.  The writer seems to be caught 
between the two worlds of the past and present, and his 
return to his past is necessary as he must reconcile 
himself to his past In order to proceed In the present 
and to face the future.  The term "Vleux Carre" also 
Implies "corner," which suggests the writer's being 
hidden away In a place where he can confront his past 
which had heretofore been glossed over and tucked away 
and which Is Just now coming out. 
"Once this house was alive, It was occupied once. 
In my recollection, It still Is, but by shadowy occu- 
pants like ghosts.  Now they enter the lighter areas of 
my memory."   Thus, the narrator opens the play, as he 
enables us to return with him to the cheap and rather 
seedy rooming house at 722 Toulouse Street in the Vleux 
Carre of New Orleans.  We, too, are being afforded the 
opportunity of viewing the writer's past, and immediate- 
ly we get the sense of being let in on some very per- 
sonal and Important secrets—secrets that may or may not 
alter our lives, but which have certainly molded the 
writer's.  The writer Is going to face the ghosts that 
still haunt him, and we are going to be witnesses.  The 
play "is a series of vignettes, based on fact, falsified 
Tennessee Williams, Vleux Carre (New Yorki New 
Directions Books, 1977 )t p."5^ All subsequent 
references to this text will be indicated parentheti- 
cally by the abbreviation VC. 
by art, transformed Into short stories, and woven Into 
a play." 2 The writer's past Is presented as a series 
of remembered storiest 
Incidents, some funny, some poignant, all faintly 
bizarre, all seen through a glass oddly—but what 
matters Is the writing, and the Journey of a 
character through a chamber of his past, fondling 
relics, stumbling Proust-like on cobblestones and 
tasting the cakes of yesteryear. 3 
At the same time that the writer-narrator Is remem- 
bering the events In the play, he Is recording them both 
In the present, as he recalls his past and writes of it, 
and in the past, as he tries to write about what Is 
happening to him and around hlmi 
Instinct, It must have been...directed me 
here, to the Vleux Carre of New Orleans, down 
country as a—river flows no plan.  I couldn't 
have consciously, deliberately, selected a better 
place than here to discover—to encounter—my true 
nature (VC, p. 69). 
The writer suggests that life, like a river, is flux, and 
that while one is In it, he is unable to analyze It. 
Only later, as he looks back on the experiences of his 
past, can he interpret these experiences and "create" 
2 
Cllve Barnes, "Stage1 Vleux Carre by Williams is 
Haunting," New York Times. May 12, 1977 (section 3), 
p. 22. 
3 
Barnes, p. 22. 
reasons for what happened. 
Thus, as we Journey to the past with the writer- 
narrator, we are able to witness not only events that 
offer subject matter to the writer, but also the gradual 
development of the young writer as he first embarks on a 
new career and develops a sense of himself, a feel for 
his profession, an understanding of and empathy for 
those around him, and a new outlook on life.  We watch 
as the writer comes face to face with loneliness, sexu- 
ality, and degeneration, and we watch his rather late-in- 
life rite de passage (he Is 28) from Inexperience to 
experience, from being a drifter to becoming a writer, 
from one who Is naive to one who gains a vision of 
reality.  At the end, he Is freed to take to the road, 
metaphorically, to begin writing objectively about his 
experiences, and thus he creates this play. 
Writing about the past offers the writer the oppor- 
tunity to release the burden of the past.  The writing 
thus becomes scrlptotherapy, providing the older writer 
with the chance to lay his ghosts to rest.  As the play 
begins, the ghosts are vivid and still occupy his mind. 
The recounting of his past is emotionali the years have 
not dampened his feelings toward the Vleux Carre and the 
people he encountered there.  As he relates remembered 
moments, he treats his memories Kith care and with a 
sense of nostalgia.  In some respects, he remembers the 
boarding house as a haven, a place where he was able to 
see himself as he was and other people as they were. 
But there are painful memories, too, as there always are 
when one moves from naivete to awareness, from boy to 
adultj the transition Is never easy or painless.  The 
characters he met In his past made their mark on him and 
wounded him.  The writer-narrator*s look backward enables 
him to empty out his past memories that still haunt him. 
Revisiting the past and writing It affords him relief 
from the guilts and Inhibitions of the past, and one can 
assume this enables him to heal the wounds and grasp the 
futurei 
They're disappearing behind me.  Going. People 
you've known in places do that} they go when you 
go.  The earth seems to swallow them up, the walls 
absorb them like moisture, remain with you only as 
ghostsi their voices are echoes, fading but remem- 
bered...This house is empty now (VC, p. 116), 
The house, although literally representing the boarding 
house, takes on the added meaning of the writer's house 
of memories, his mind.  The play ends, of course, with 
his mind having been liberated from the grip the past 
held on lti he goes on the "open road." 
There is a strong temptation to treat Vleux Carre 
as strictly autobiographical.  It is true that there are 
Indeed many close parallels between the wrlter-narra- 
tor's life and Williams*.    It is also true that 
Williams himself tells us in the stage directions 
preceding the play that the writer is himself many 
years ago.  It is possible, therefore, that Williams is 
using his play for self-revelation or as a confessional 
in an attempt to come to terms with his own past.  Art 
colors the autobiographical elements, however, and to 
concern oneself with the autobiographical in this play, 
as well as in other Williams' plays, is to do a great 
injustice to the play itself.  Vleux Carre does succeed 
as an artistic work without any knowledge of Williams' 
life. Furthermore, Williams' work "relates not to the 
outer details of his life but to the inner world of his 
imagination."   As Williams' Memoirs indicate, 
few artists of our century have been more de- 
lighted to detail their private lives or more 
reluctant to reveal the working of their imagina- 
tions as Williams.  Even the few mentions of 
U 
Autobiographical elements include Williams' fre- 
quent visits to the Vieux Carre, his cataracts, his own 
youthful introduction to homosexuality, hi« own late 
maturation, and his own feelings of loneliness and 
alienation which, he claims, often haunted him. 
' William Free, "Williams In the Seventiesi Direc- 
tions and Discontents," In Tennessee Williamsi A 
Tribute, ed. Jac Tharpe (Mississippit University of 
Mississippi Press, 1977). p. 8l6. 
8 
people from hla life In relationship to his plays 
deny that any individual Is the direct model for 
any character or that any situation from life 
relates directly to any dramatic event. ° 
Perhaps the temptation to treat the writer-narrator*B 
life as equivalent to Williams• is made stronger by the 
anonymity of the writer.  He is simply called the wri- 
ter i no one In the play ever calls him by name.  The 
character does not have to represent Williams at all, 
however, and may simply, be intended as a universal 
figure—the wrlteri i.e., all writers.  His anonymity 
also serves to Isolate himi he is in fact different from 
the other characters as he is the only one who seems 
guaranteed a bright future.  He is still young and im- 
pressionable i his personality is still being moldedi 
life is still ahead for him. Although it is Indeed 
Interesting to note the parallels between the writer's 
life and that of Williams, such similarities should not 
be treated as vital In an understanding of the play it- 
self.  Vleux Carre is in fact a portrait of an artist 
growing up, but whether or not that artist is Williams 
is insignificant to the merits of the play. 
Little critical attention has been paid to this 
recent Williams work, which seems odd considering it is 
Free, p. 816. 
a play which poses many questions about Williams* over- 
all works, his present style, and his future directions. 
What echoes does this play give us from other Williams 
works? What is novel about this play? Has Williams' 
concept of the stage undergone significant changes over 
the years? What material has he dealt with previously, 
and where? Are the characters round or flat? Are these 
characters as memorable as those of earlier plays, or are 
they simply "mouthpieces" for his new ideas? How does 
he handle the central motif of sexuality? Has he be- 
come too candid about sexuality in his later plays? 
Does the play contain poetry on a level consistent with 
that of earlier works? The thesis will address itself 
to these questions. 
10 
CHAPTER ONE 
ECHOES AND PARALLELSi STYLISTIC SIGNATURE OP WILLIAMS 
Critics generally agree that Williams' best works 
to date have been his early ones, and that he has not 
had a major critical success since The Night of the 
Iguana.  Even Williams himself admits, "I am widely 
regarded as the ghost of a writer, a ghost still visi- 
ble, excessively solid of flesh...but a writer remem- 
bered mostly for works which were staged between 19*44 
and 196l."   The seventies have been particularly dis- 
appointing.  In Vleux Carre, written in 1977» however, 
there are signs of the Tennessee Williams of the past. 
Although the play is not entirely free from flaws, it 
Is reminiscent of earlier Williams plays and offers a 
glimmer of hope for Williams' return to his former self 
as one of America's most eminent playwrights. 
Vleux Carre bears the stylistic signature of 
Williams 1 its characters are recognizable 1 the setting 
and the staging (i.e., lighting, music, sounds, and 
symbols) are famillari the mood is repetitive! and the 
7 
Tennessee Williams, NI Ai Widely Regarded as the 
Ghost of a Writer," New York Times, May 8, 1977 (sec- 
tion 2), p. 3. 
11 
themes echo those of other plays,  Much of what Williams 
does best surfaces In this play.  As always, he displays 
an acute sense of the theatre, a trait which has tended 
to make him more popular among theatre people than among 
academlans.  His Influence In contemporary theatre has 
been most keenly felt In his development of character 
through dramatic action and his use of elaborate and 
effective theatrical devices which tend to lend poetic 
scope to his playsi 
For Williams, theatre offers a medium for giving 
the audience an emotional experience, for ex- 
ploring the Inner mechanisms of human personality 
and behavior, and for doing so In a way that might 
be startling or shocking but forceful enough to be 
remembered. 8 
Each scene In a typical Williams play is highly 
charged with emotion, and thus the playwright has often 
been called an Intense and exciting "scene-wrlght." 
Memorable scenes are heightened by lively and melodious 
language, music, complex lighting and sound effects, all 
of which add to the emotional development of his char- 
acters. Such scenes as Laura's visit by the gentleman 
caller in The Glass Menagerie, Blanche's flirting with 
the newsboy In A Streetcar Named Desire, the courtship 
8
 Slgni Falk, Tennessee Williams, 2nd ed., (Bostoni 
Twayne Publishers, 1978), p. 155. 
12 
between Seraflna and the truck driver in The Rose 
Tattoo, Catherine Holly's dramatic revelation of the 
truth in Suddenly Last Summer, the confessional Hannah- 
Shannon scene in The Night of the Iguana—all are vivid 
and unforgettable. 
Tennessee Williams is an electrifying scenewrlghti 
an acknowledged master of stage poetics.  In crea- 
ting mood, using every device of the theatre— 
setting, lights, costumes, music--he has few 
equals.  His lyricism gracefully accentuates the 
atmosphere of decay which permeates his work. 9 
Although Williams' plays are characterized by string 
Individual scenes, he blends all of these scenes together 
to create tightly constructed plays.  Streetcar unfolds 
like a series of one-act plays, each scene with its own 
special tension, although all eleven combined having a 
tight cumulative effect.  Cam1no Real is composed of 
sixteen short scenes, all of which are tied together 
through its mood and progression of and interweaving of 
symbols, Its lyrical quality.  Tom Wlngfield In Mena- 
gerie recalls seven sharply remembered scenes, all 
successful as Isolated ones, yet all leading to a well- 
constructed plot.  Vleux Carre, with its twelve scenes 
o 7
  Richard F. Leavitt, ed,, The World of Tennessee 
Williams (Canadai Longman Canada Ltd., 19?BT. p. 13. 
13 
recounted In two separate parts, has been criticized for 
lacking this tight construction.  Each scene Itself Is 
Indeed striking as the narrator focuses In, Just as Tom 
Wlngfleld, on those moments from his past that are still 
quite vivid for him.  Critic Catherine Hughes suggests 
that Act II is "virtually a separate play."    Brendan 
Gill agrees, commenting! 
the two acts are like two chapters in a longish 
books one follows the other and yet has no 
necessary connection with it...Jane and Tye have 
little to do with the writer and the painter, who, 
in turn, have little to do with the keeper of the 
boarding house, Mrs. Wire. H 
Cllve Barnes, however, writes that although the play 
"has no structures," It is unified by "the interweaving 
12 
of caricatured characters."    Since Williams tends to 
use symbols as unifying devices in many of his plays, 
it is apparent here that the boarding house Itself sat- 
isfies this function, as it is a literal structure which 
brings all the characters together under one roof in a 
10 
Catherine Hughes, "The Dilemma of Tennessee 
Williams," America. June 4, 1977. p. 506. 
Brendan Gill, "Consolations of Memory," New 
Yorker. May 23, 1977i p. 83. 
12
 Barnes, p. 22. 
Ik 
close environment where the writer can observe them and 
be affected by them.  Also, the house, as an Image of 
the writer*s house of memories, again serves as a 
structural device to tighten the play's construction. 
The character of Mrs. Wire is another unifying device, 
as each character in the play comes under her constant 
scrutiny.  Even her name suggests her as the wire 
linking together all of the characters. 
Mood also lends a sense of unity to the play.  A 
feeling of nostalgia, as well as one of guilt, fuses the 
scenes together,  Williams brings to the theatre 
a highly poetic literary individuality.  His plays 
are extended metaphors built on symbolic charac- 
terization to the point where their very structure 
Is determined by the revelation of character... 
Plot is telegraphed by mood *3 
rather than by more conventional devices.  In both Vleux 
Carre and Menagerie, there is very little real actlom 
for in the lyric moment, action is aesthetic} it is 
the growth of understanding.  Through his poet- 
figure, the dramatist invites the spectator to 
share his fragmentary vision, and to re-create his 
incomplete understanding, and to refleot upon a 
partial truth, about the nature of all human 
experience. ^ 
13
 Leavltt, p. 13. 
14 Esther Merle Jackson, The Broken World of 
Tennessee Williams (Madisoni University of Wisconsin 
Press, 1965), p. 42. 
15 
As suggested earlier, the Initiation of and the shaping 
of the narrator into a writer is the major thrust which 
unifies Vleux Carre.  All of these remembered scenes 
affect him and cause him to grow.  Each of the people 
in the play helps to mold the writer's character. Thus, 
although the play seems to lack much of a plot at first 
glance, we do witness the development of the writer, and 
each scene, then, is vital in an understanding of his 
character.  The writer in Vleux Carre is similar to Tom 
in Menageriei both recall fragments of their pasts in an 
attempt to derive meaning out of them.  Critics admit 
that Menagerie is not a factual record of memory nor a 
clinical psychological account.  On the contrary, it is 
a synthetic Image, a vision carefully composed by 
montage...an illusion projected by an Imaginary 
camera eye, turned inward upon the self and back- 
ward upon the memory.  Williams pieces together 
Images of the past from the fragments of shattered 
consciousness.  The image which he composed in 
Menagerie is a figure made of diverse perspectives. 
In essence, this play represents a recapitulation 
of the poetic Journey.  The poet-figure Tom in- 
vites the spectator to share with him the task of 
finding meaning In past experience. *5 
In Menagerie, as well as In other major Williams works 
including Vleux Carre', the plot often centers around the 
protagonist*s quest for selfhood.  Perhaps It Is true 
^ Jackson, p. **■!. 
16 
that not all of the characters In Vleux Carre Inter- 
relate—perhaps Tye has little to do with Nightingale, 
and Sky has little to do with Mrs. Wire—but the con- 
struction of the play Is held together by these 
characters' Influence on the writer.  It Is the writer, 
after all, who Is the protagonist on a Journey toward 
selfhood, and the Individual characters and episodes In 
the play do In fact Increase the writer's sense of self- 
Identity.  The writer, unlike Tom In Menagerie, has 
consciously selected only those events of the past which 
he feels has had an Impact on his development.  Events 
that do not happen to him end with his presence as "spy," 
looking at others or writing about them.  The construc- 
tion of Vleux Carre seems rather deceptively loose when 
compared to some of Williams' other plays, but In its 
memorable scenes, all of which advance the writer's in- 
creased self-awareness and his initiation process, this 
play is characteristic of the best of Williams' work. 
Williams' creation of unforgettable characters is 
perhaps his most outstanding merit.  In Vleux Carre, 
the characters portrayed are unforgettable not only to 
us, but, by a neat trick, also to the writer-narrator 
who carries their ghosts with him for years before 
writing the play.  Just as they haunt him, they also 
1? 
have a haunting effect on us as well, because the 
writer adeptly simulates their haunting qualities, and 
the images of these people linger with us long after we 
read the play. 
All the favorite character types of Williams are 
again presented herei the lonely, the lost souls, the 
degenerates, the insane, the female moth figures, the 
wenches, the absent father, the artists, the sexually 
reticent and the rapacious, those who face the truth and 
those who grasp at illusions. The Vleux Carre is a 
particularly appealing place for Williams to write 
about as this section of New Orleans does seem to attract 
the outcasts, the lost souls, and the desperate. 
Tennessee Williams is a dramatist of lost souls. 
His milieu is the South, a tense and unreconstruc- 
ted locale typical only of an environment we all 
inhabit.  In the mythology of his work, the South 
is an antebellum mansion of faded elegance in- 
habited by gentle dreamers, misfits, fugitives, 
and outcasts—losers who are not meant to win. *° 
Although many of the characters in Vleux Carre seem to 
be caricatures at best, all remind us of real people 
who speak realistically about their very real problems. 
Though Williams is called a poetic playwright, he 
usually accepts the realist convention of psychologically 
16 
Leavitt, p. 13. 
18 
and sociologically coherent characters, grotesque though 
they nay be.  Their dialogue in particular Is that of 
the common mam it is lively, idiomatic, often vulgar, 
and certainly familiar.  Williams himself stated in an 
Interview, "I write in several different styles, but 
the ideal is the conversational." *7  Thus, a kind of 
"realism lies at the core of his talent for creating 
characters...but It would be unfair to dwell heavily on 
that element.  After all, he has done his best to mask 
18 it."    Even when his characters are odd or grotesque, 
they strike us as real and memorablei 
Prom the beginning of his career, Williams has been 
trying to tell the real truth (his real truth, that 
Is) about human beings and the way they live, but 
he has never wanted to do so as a realist.  He has 
made constant use of both literary and theatrical 
devices of a nonreallstic sort. 19 
This is primarily because, as he relates In the Produc- 
tion Notes to Menageriei 
expressionism and all other unconventional tech- 
niques in drama have only one aim, and that is a 
17 Cecil Brown, "Interview with Tennessee Williams," 
Partisan Review. ^5, 2nd quarterly ed., (1978), p. 288. 
18 Gerald Weales, Tennessee Williams (Minnesotai 
University of Minnesota Press, 19&5)t P» 35. 
19 Weales, Tennessee Williams, p. 36. 
19 
closer approach to truth.  When a play employs 
unconventional techniques, it is not, or cer- 
tainly shouldn*t be, attempting to find a closer 
approach, a more penetrating and vivid expression 
of things as they are...Truth, life, or reality is 
an organic thing which the poetic Imagination can 
represent or suggest, in essence, only through 
transformation, through changing into other forms 
than those which were merely present in appear- 
ance. 20 
In an interview with Cecil Brown, Williams admitted that 
he exaggerates because he does not like to 
write realistically...Art is compressed and there 
has to be exaggeration in art form to catch the 
outrageousness of reality, because art has less 
time in which to capture it...you have a whole, you 
have a wide stretch of time for the outrageousness 
to exist in life.  But in an art form, no. it has 
to be within a compressed space of time. 21 
Williams• caricatures are realistic portrayals in many 
respects.  Williams argues that truth is often 
more accessible when you ignore realism, because 
when you see things in a somewhat exaggerated form, 
you capture more of the true essence of life.  The 
exaggeration gets closer to the essence.  This 
essence of life is really very grotesque and 
gothic.  To get at it, you've got to do what may 
strike some people as distortion. 22 
The characters themselves in Williams plays seem quite 
20 Tennessee Williams, The Glass Menagerie (New 
Yorki New Directions Publishing Corp., 1970), p. 7. 
All subsequent references to this text will be indicated 
parenthetically by the abbreviation GM. 
21 
Brown, p. 286. 
22 
Brown, p. 287. 
20 
theatric at times, hyperbolizing their problems and 
exaggerating their own movements and voice qualities. 
Besides caricatures, Williams employs many other 
devices to raise his characters out of a realistic tra- 
dition.  For example, he intentionally Invents signifi- 
cant or symbolic names for his characters, which Is a 
way to stress a particular quality of a character, to 
emphasize an Irony, an lnconsistancy between the name of 
the person and what he really is, or perhaps even to 
suggest a nonreallstic element about the character. 
Stella is a "star," so Blanche tells us repeatedly, but 
a star who has fallen to a lifestyle unbefitting to her 
elegant girlhood past at Belle Reve, a "star" who has 
adapted adequately to her new and rough environment in 
New Orleans with a barbaric husband.  Blanche Dubois, 
meaning "white woods," as well as her "Virgo" astrologi- 
cal sign, underscores Blanche's tragic yearning to be 
innocent and pristine, a tragic wish because it has 
proven to be an impossible standard for her to meet. 
Chance Wayne*s name is somewhat comic in that it tells 
us his chances (for success, for maintaining his youth, 
for being with Heavenly again) have waned.  George Haver- 
stick's name in Period of Adjustment rather crudely 
poses the question of whether or not George has a stlckl 
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Alma, whose name means "soul," Indeed possessed a 
spiritual quality as a young woman, but she becomes 
little better than a nymphomaniac as an adult.  Ironi- 
cally, when she wants John Buchanan, who was once 
Interested In her body, to desire her physically, he 
turns to her for her soul, for her spiritual guidance, 
negating his own physlcallty.  Tom's last name, "Wlng- 
field," reminds him constantly to stop taking his mother 
and sister under his "wing," to "take wing" and to es- 
cape to the open fields.  Each of the characters In 
Vleui Carre has a name Indicative of his own personality 
or of his own function In the play. 
Even the places In Williams• plays transcend 
realism by possessing symbolic names.  "Belle Heve," the 
plantation Blanche and Stella grew up on, is a "beauti- 
ful dream," one which Blanche has no hope of re-gainlng 
(underscoring how pathetic her illusions are), and one 
which Stella has successfully forgotten in order to 
cope with her present reality.  "ElysIan Fields" for 
Stanley Is a type of heaven, a place of ideal happiness; 
for Stella, it is a place, as In mythology, where she, 
like a dead soul, mulls about drinking the waters of 
Lethe in an attempt to forget what she has becomei for 
Blanche, it represents a true underworld, a hell.  Her 
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Journey to Elysian Fields, after being fired by Mr. 
Graves, the high school superintendent, is thus sym- 
bolically a mythic descent into the underworld.  Even 
the names of the streetcars which transport her here, 
as she rides one called Desire and then boards one 
called Cemeteries, foreshadow her fate.  The Vieux 
Carre is also an obvious symbolic name.  The name trans- 
lates literally as the Old Quarter, referring to the 
French section of New Orleans, which In many respects 
tries to Imitate Paris. We tend to expect in any 
French locality a degree of the elegant, the sophisti- 
cated, the artistic.  Here Instead, we see the rootless, 
the outcast, the derelict, the artists who can do no 
serious work, and the writer who cannot write.  Thus, 
Instead of recalling the rich and fashionable Paris of 
old and despite Mrs. Wlre*s insistence that her rooming 
house is part of the lovely garden district, the play 
portrays Paris' negative aspects, when it "fell upon 
evil days, leaving behind a heritage of little value,*2-' 
of non-functional high ceillnged houses now with plaster 
cracking and paint chipping, of the once blossoming and 
beautiful gardens now decaying, the feeling that 
23 
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something lovely and elegant has mysteriously vanished 
forever.  The "old," although once rich In quantity, 
has now stagnated, and the people who come here face 
that stagnation, too.  Jane, once a respectable fashion 
designer, now creates little better than tacky designs. 
Nightingale claims to have done serious, Imaginative 
works in the past, but now draws cheap sketches of 
tourists.  The writer comes to the Vieux Carre only to 
be forced to trade in his typewriter in order to afford 
to live here, and when he is finally able to get it out 
of hock, he finds that the ribbon sticks, a sign of his 
own stagnation.  The name Vieux Carre also bears the 
connotation of corner, and indeed these characters are 
seeming misfits who are tucked away In a corner of a 
city where they can be hidden away from the tourists 
expecting to see something more elegant and refined. 
Another non-realistic device Williams continually 
employs in his characterization Is the depersonalization 
of people by identifying them by their titles,  in 
Streetcar, for instance, the nurse and the doctor who 
come for Blanche in the final scene are given only the 
titles of "matron" and "doctor" and are presented as 
surrealistic, rather ominous figures whose voices and 
whose movements are mechanical.  "The gravity of their 
Zk 
profession Is exaggerated—the unmistakable aura of the 
state institution with its cynical detachment." *• 
This changes somewhat, of course, when the doctor 
realizes that Blanche will only leave with him if he 
postures as a gentle and kind suitor, and thus he gains 
an exaggerated dimension of humanity.  The nun in Sud- 
denly Last Summer is another peripheral character who 
Is depersonalized by her Identification as an institu- 
tional representative.  The function of the heckler in 
Sweet Bird of Youth Is obvious.  In Menagerie. Jim 
0*Connor is depicted as "the Gentleman Caller," and 
even though he eventually becomes a personable charac- 
ter In the play, his function remains clear.  He seems 
less an Individual than one who Is expected to perform 
according to his title.  In Vleux Carre, interestingly 
enough, it is not the minor characters who are nameless 
and who are pegged with titles, but Instead, it is the 
protagonist who receives the label of "the writer." 
Although we see his personality developed as the young 
man grows into a writer, his stance as narrator and as 
24 Tennessee Williams, A Streetcar Named Desire 
(New Yorki New Directions, 1^7), p. 136"  Hi 
subsequent references to this text will be Indicated 
parenthetically by the abbreviation SND. 
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the nameless writer constantly reminds us that he Is 
above all a writer, perhaps again, less an Individual 
than a universal figure or archetype. 
Williams• characters are constantly hurt by other 
peoplei they are ridiculed, misunderstood, ignored, 
abused, and defeated.  Yet one of the outstanding 
qualities about each is the torture he puts himself 
through.  Each is agonized by somthing within himself. 
Usually, this "something" is guilt and/or fear, which 
sometimes manifests Itself In the subconscious but 
which haunts the character as it finds its way into the 
consciousness.  Tom Wlngfleld is burdened by the guilt 
at having deserted his sister Lauraj Blanche constantly 
hears the "Varsouviana" tune which was playing the night 
Allen killed himself, revealing her guilt at having 
driven her young husband to suicide» Brick drinks as he 
awaits the click in his head which will turn off his 
suspicions that he is responsible for his friend 
Skipper's deathi Allen, the writer, and Brick all try 
to repress the guilt they feel over their real or possi- 
ble homosexual tendenciesi Laura, who is afraid to get 
out into society and face the real world, is crippled 
by her fears.  Quite a number of characters (Chance 
Wayne and the Princess Kosmonopolis in Sweet Bird, 
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Blanche In Streetcar. Big Daddy In Cat on a Hot Tin 
Roof, Jabe in Orpheus Descending, and Nightingale, Tye, 
and Jane in Vleux Carrl) fear the passage of time, of 
aging and/or dying. 
Truth is always an essential element in Williams' 
plays, and many of the characters have the distinct 
Inability to face the truth.  The truth is often too 
painful, horrid, and sometimes even fatal.  Williams' 
characters, then, often live a life-lie, donning masks 
which allow them to respect themselves and which pre- 
vent the agonizing self-revelations.  The plots of Cat, 
Streetcar, and Suddenly Last Summer all move toward the 
uncovering of truths.  The most poignant and dramatic 
scenes In Williams' plays occur when the life-lies are 
being unravelled, when the characters are forced to 
confront the truths about themselves and the ones they 
love.  The appeal of both Menagerie and Vleux Carre" 
stems from the baring of the souls by the older narra- 
tors as they now review their young and troubled pasts, 
as they now face the truths which they have successfully 
Ignored for so many years. 
Another*trait common to Williams• characters is 
their tremendous loneliness which drives them to des- 
perate measures.  In his Memoirs, Williams admits that 
2? 
his own "greatest affliction, which Is perhaps the 
major theme of my writings, is the affliction of lone- 
liness that follows me like my shadow, a very ponderous 
shadow, too heavy to drag after me all of my days and 
nights."  ^  In Vleux Carre, Mrs. Wire can only face 
her loneliness by drinking to escape iti 
I only touch this bottle, which also belonged to 
to the late Mr. Wire, before he descended to hell 
between two crooked lawyers, I touch It only when 
forced to by such a shocking experience as I had 
tonight, the discovery that I was completely 
alone in the world,a.solitary ole woman cared for 
by no one.  You know, I heard a doctor say on the 
radio that people die of loneliness, specially at 
my age. They do.  Die of it, It kills 'em.  Oh, 
that's the true cause (VC, p. 65). 
All of the characters in Vleux Carre are burdened and 
controlled by their loneliness, despite the amount of 
people who are living in the same building.  If loneli- 
ness is coupled by a sense of loss, it is especially 
traumatic.  Many of Williams• characters try to quell 
their loneliness by seeking marriage or a sexual re- 
lationship, even if there is no promise of marriage. 
The Princess Kosmonopolis is Sweet Bird has known both 
popularity with audiences and with a lover.  When both 
25 Tennessee Williams, Memoirs (Garden City, New 
Yorki Doubleday and Co., Inc., 1975)1 P. 99. All 
subsequent references to this text will be indicated 
parenthetically by the abbreviation Mem. 
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are lost, her loneliness prompts her to pick up the 
boyish Chance Wayne to satiate her need for companion- 
ship.  Blanche'8 loneliness, after losing a husband 
whom she cherished despite the unsatisfactory sexual 
relationship between them, drives her to reach out to 
any man who will love her.  £>he Is so desperate that 
she allows herself to be used by men seeking to satisfy 
their sexual urges at the Hotel Flamingo and allows her- 
self to get Involved with one of her sixteen-year-old 
students.  When these efforts to appease her loneliness 
falls, she reaches out for Mitch, certainly not the 
kind of man she had been used to as a girl, but who 
offers her the possibility of marriage and respite from 
her loneliness.  Both Seraflna delle Rose In The Rose 
Tattoo and Maxlne Paulk In Iguana have lost their hus- 
bands with whom they had known sexual happiness,  Sera- 
flna seems to adjust to her loneliness, and although 
depressed, Is content with the memories of her husband, 
until she discovers her beloved husband was unfaithful 
to her.  Then, unable to deal with her loneliness, she 
Impulsively gets Involved with the first man who pays 
her any real attention.  Maxlne Is more blatant in her 
need to satisfy her loneliness and wastes little time 
after her husband's death In pursuing another partner 
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who will help her re-establish a sexual relationship. 
Often there is loneliness even in marriage, as the 
couple finds it difficult to communicate whether 
verbally or sexually.  In Cat, something has come 
between Maggie and Brick's marriage, and Brick refuses 
to sleep with his wife, until Maggie resorts to bribing 
her own husband Into going to bed with her by locking 
up his liquor.  Both Maggie and Brick suffer from lone- 
liness.  Maggie's arises from unsatisfied sexual 
feelingst Brick's stems from a sense of alienation from 
so many things at once (from his wife, from his friend 
Skipper, from his parents, from a sense of who he is, 
and even from God).  In a more comic portrayal of lone- 
liness, Williams presents Isabel Haverstick's confusion 
and anguish when her husband George temporarily aban- 
dons her on their honeymoon in Period of Adjustment. 
A character's inability to communicate verbally 
even when siirrounded by people is also a cause of his 
loneliness in many of Williams' works.  Williams admits 
in his preface to Cat that an Inability on his part to 
communicate with people had long troubled him, and that 
perhaps as a result of this, It has become a recurrent 
theme In his writing.  He reveals that 
a morbid shyness once prevented me from having 
much direct communication with people, and 
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possibly that's why I began to write to them plays 
and stories.  But even now when that tongue-locking, 
face-flushing, silent and crouching timidity has 
worn off with the passage of the troublesome youth 
that Is sprang from, I still find It easier somehow 
to 'level' with crowds of strangers In the hushed 
twilight of orchestra and balcony sections of 
theatres than with Individuals across the table 
from me.  Their being strangers somehow makes them 
more familiar and approachable, easier to talk 
to.  26 
Often his characters find It difficult to talk at all 
(like Laura In Menagerie;, or they can only utter mono- 
syllabic responses in "conversations" (like the writer 
In Vleux Carre").  Even If the character Is normally 
loquacious, only certain topics are considered safe. 
Blanche, for example, Is Incredibly garrulous when the 
conversation Is light and frivolous, but as soon as the 
topic of conversation turns to her personal life or her 
innermost thoughts, she Is physically unable to speak 
and actually, on one occasion, runs from the room sick 
to her stomach. 
It is In the characterization In particular that 
Vleux Carre calls to mind other Williams plays.  Critic 
Catherine Hughes cites this as a flaw stating that nearly 
all of the characters in this play are "pale reflections 
26 Tennessee Williams,   Cat on a Hot Tin Roof  (New 
Yorki  Signet Books,   1955),  pTTx.    " 
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of more vital figures In Williams' plays'* and that they 
lack the previous characters' "definition" and "Indivi- 
duality."  "  Due to the nature of the play as a memory 
In which the characters are defined as ghosts, It Is 
true that the characters In Vleux Carre are more 
shadowy and less defined than In other works, yet they 
still command our attention and they have obviously 
continued to hold the writer's attention for years. 
Despite the fact that similarities do exist between 
these characters and earlier ones, they are certainly 
not Intended as exact replicas.  Problems that earlier 
characters faced still must be faced by real people, 
and re-worklngs of these problems are understandable. 
The most obvious similarity between this play and 
earlier ones is the likeness of Tom Wlngfleld In 
Menagerie and the writer In Vleux Carre.  The two men 
serve the functions of both narrator and actor In their 
respective plays.  Their recounting of their memories 
evokes the same moods In each, a mood combining guilt, 
the need to run away from their families, and nostalgia. 
As narrators, both Tom and the writer are less emotional 
and more detached and can view their pasts somewhat 
27 
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objectively, although their reliability as narrators Is 
questionable.  As Williams tells us in his stage dlrec-t 
tlons of Menageriei 
Memory takes a lot of poetic license.  It omits 
some detailsi others are exaggerated, according 
to the emotional value of the articles it touches, 
for memory is seated predominantly in the 
heart (GM, p. 21). 
Memory is unrealistic, and in both plays, Williams warns 
that the setting Itself must be unrealistic, that all 
the detailing must be colored by memory.  How much can 
we trust these two characters' stories?  They are Indeed 
telling "truth," but truth as they see It, truth perhaps 
distorted by years of rationalizing, of attempts to 
appease the guilt.  As characters, both are loners who 
are generally misunderstood.  Both are highly sensitive 
and have suffered many wounds.  Tom has had to adapt to 
a life without a father in a world of females where he, 
at a young age, suddenly was thrust into a position of 
head of the house.  Trapped by his responsibilities, he 
is forced to take on a Job he hates in order to support 
his mother and sister.  He desperately needs to escape, 
to find himself, to satisfy his longing for adventure. 
He saysi 
I'm starting to boll Inside.  I know I seem 
dreamy, but Inside—well, I'm boillngl Whenever 
I pick up a shoe, I shudder a little thinking how 
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short life is and what I am doing I  Whatever 
that means, I know it doesn't mean shoes—except 
as something to wear on a traveler*s feet 
(GM, p. 80). 
The writer only offers us a few scattered glimpses of 
his own upbringing, but it, too, apparently restricted 
him and forced him to run away from home.  Now that 
Mrs. Wire has begun to treat him maternally, he finds 
he must escape from here as well.  He tells Mrs. Wire, 
"1 didn't escape from one mother to look for another" 
(VC, p. 77).  Although the writer had already run away 
from his first home In St. Louis, in New Orleans he has 
only found stagnation, and he thus needs to run away 
again in order to find the adventure he desires.  When 
Sky offers him the opportunity to take to the open 
road, the writer reacts "with suppressed excitement" 
(VC, p. 78).  The promise of adventure thrills him and 
enables him to start writing again. 
In many of Williams* plays, the male characters 
seem to suffer as a result of being brought up in a 
world of women.  Both Tom and the writer were reared 
in the genteel world of women.  Their upbringings as a 
result were domesticated and Puritanical, and thus guilt 
over a rejection of this world is inevitable.  The guilt 
multiplies as each pursues his own father's footsteps. 
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Amanda constantly criticizes Tom for getting more like 
his father everyday, and later Tom confides to Jira, 
"I'm like my father.  The bastard son of a bastard. 
Did you notice how he's grinning in his picture in 
there? And he's been absent going on sixteen years" 
(GK, p. 80).  In order to be like his father, Tom feels 
he must Indeed choose a "bastard's" course—flight and 
subsequent neglect of familial responsibilities.  The 
writer, too, is oppressed by his guilt a-t having fol- 
lowed his father's path, especially since his world was 
dominated not only by his mother but also by his grand- 
mother (mother's mother).  At night, he feels comforted 
by a spectre of his grandmother who sits in his bedroom 
alcove window.  He attaches a special significance to 
this, believing his grandmother approves of his actions 
and the course he is taking.  When he decides to go out 
West with Sky, he again feels burdened by guiltt 
I thought I saw her, but her Image was much 
fainter than it had ever been before, and I sus- 
pected that it would fade more and more as the 
storm of my father's blood obliterated the 
tenderness of Grand's (VC, p. 9*0. 
The maturations of both Tom and the writer seem to 
be delayed in the two plays.  Williams suggests that 
the two are static during the plays, that they are 
virtually "non-beings." Williams claims that such 
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is the image of modern man—poised as he is be- 
tween the contrary imperatives of his world.  As 
he examines humanity through the patches of glass 
of his synthetic myth, the playwright perceives a 
creature transfixed in a moment of stasis, halted 
at the point of transition in the process of 
becoming. 28 
Thus, It is not until they can act out their desires 
that they can find themselvesj they must move from a 
state of contemplation to one of action in order to 
gain some semblance of meaningful existence. As the 
writer prepares to leave the boarding house, he tells 
Mrs. Wire, "I'm not your child.  I'm nobody's child. 
Was maybe, but not now.  I've grown into a man, about to 
take his first step out of this waiting station Into the 
world" (VC, p. 107). Although the futures of the two men 
are uncertain at the play's end, it seems that there Is 
some promise of better futures as they lay their pasts 
to rest.  Although there is no guarantee that Tom will 
ever meet "success," he at least has faced and talked 
about his past, hopefully putting it In perspective 
where it can no longer come between what he wants and 
what he achieves.  The future for the writer seems a 
bit more clear.  Although the writer as a character 
faces many uncertainties about his own future, leaving 
28 Jackson, p. 68. 
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the Vieux Carre with apprehension and doubts, his pose 
as narrator shows us that he has finally produced a work 
of art, this play, and thus he has achieved some measure 
of success by having laid his ghosts to rest. 
Much of Vleux Carr6 calls to mind Streetcar, parti- 
cularly in the development of characters.  Both are sen- 
sual, erotic plays.  Critic Harold Clurman writes of 
Vleux Carre's characters that, "except for those no 
longer capable of sex, they all ride on the streetcar 
29 
named desire." 7    Most of the characters do Indeed 
allow their physical desires to dominate their life- 
styles, not only In order to be satisfied, but also as 
an excuse not to be alone.  The characters, like Blanche 
in Streetcar, and like so many of Williams• characters, 
view the physical as a means to an end, as a cure for 
their affliction of loneliness.  Not all of their de- 
sires, however, are physical! the writer wants to write. 
Nightingale would like to do some serious painting and 
to avoid the truth about his tuberculosis, Mrs. Wire 
would like to believe In the grandeur of her boarding 
house. Sky escapes marriage desirous of freedom and 
29 7
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adventure, and Jane wants to live, to remain In re- 
mission, and to stop the clock.  Kany of these desires, 
however, are Impossible ones to attain, and therefore, 
the physical ones are much easier to gratify. 
A striking- similarity exists between Jane Sparks 
and Blanche Dubols, although Blanche's character is 
much more fully developed.  Both women are similar 
physically.  Jane is attractive and "has an elegance 
about her and a vulnerability" (VC, p. 9).  Blanche, 
too, Is elegant and chartnlngj she is daintily dressed 
and possesses "delicate beauty" (SND, p. 15).  Their 
daintiness and charm, their respectable upbringings, 
and their refined language all seem out of place In 
their respective settings,  Blanche's physical appear- 
ance, dress, speech, and mannerisms are described as 
being "incongruous to this setting" (SND, p. 15).  She 
naively tries to alter the setting and lend it some of 
her grace and charm, but falls miserably.  "I've done 
so much with this place since I've been here...You saw 
it before I came.  Well, look at it nowl  This room is 
almost dainty" (SND, p. 115).  Jane naively tries to 
adapt to life in the Vieux Carre, but Tye tells her 
that her efforts have not been entirely successful, 
"You've got a lot to learn about life in the Quar- 
ter" (VC, p. 33).  Blanche, too, seems vulnerable, 
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a discovery Stanley quickly makes and uses to his 
advantage as the play progresses.  Tye, like Stanley, 
discovers Jane's vulnerability as soon as they meet, 
and he capitalizes on it rapaciously.  Both women are 
also exhausted, not Just by their normal routines, but 
by life which is defeating them.  Jane's exhaustion 
directly ties in to her physical state, her leukemia, 
and we watch her condition deteriorate as she loses 
weight and as she has Increasing difficulty climbing 
the steps to her room.  Blanche Is a much heartier 
character, but is exhausted by her feverish attempts to 
find happiness and love before her attractiveness fadest 
I never was hard or self-sufficient enough.  When 
people are soft--soft people have got to shimmer 
and glow—they*ve got to put on soft colors, the 
colors of butterfly wings, and put a—paper lan- 
tern over the light...It isn't enough to be soft. 
You've got to be soft and attractive.  And I—I'm 
fading now!  I don*t know how much longer I can 
turn the trick (SND, p. 79). 
She admits she feels "played out" and needs to rest. 
It is her nerves rather than some physical affliction 
that get the best of her.  She tells Stella, "I was so 
exhausted by all I'd been through, my nerves broke.  I 
was on the verge of—lunacy, almost" (SND, p. 21), 
Both women are moth figures, typical of many of 
Williams• women.  They are delicate and fragile, even 
frail.  Both avoid daylight, and instead are reassured 
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and comforted by nighttime, in an attempt to avoid the 
truths which plague them.  Blanche hovers around light, 
but never harsh lights, as she covers the naked light 
bulb with a paper lantern.  She prefers candlelight to 
harsh lights on her dates with Mitch.  Jane's bedroom 
is not well-lit, and she expresses no dissatisfaction 
to her landlady about this.  Her watch dial is luminous, 
interestingly enough, highlighting her aversion to 
harsh lights, but even more importantly, reminding her 
of the truth that she has very little time left.  Both 
women are unused to the harsh and the crude, and the 
soft lights surrounding them as well as the frequent 
absence of lights emphasizes their pathetic softness, 
their guaranteed failures in a not-so-dellcate world. 
A major difference between Jane and Blanche is 
that Jane is not Southern, but was reared instead in 
New Rochelle, New York.  Their two upbringings, however, 
are quite similar.  As Jane says, "I'm the Northern 
equivalent of a lady, fallen, yes, but a lady" (VC, p. 
96),  Jane calls the climate here in New Orleans 
"debilitating" due to the dampness and low altitude 
resulting from the city's being located below sea 
level.  Her home In the Adlrondacks was on high 
ground, so her fall from the high, mountainous ground 
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to a place below sea level is a marked drop closely 
paralleling Stella and Blanche's fall from the high 
white columns of Belle Reve.  Their present lifestyle 
in New Orleans is culturally shocking for both Jane and 
Blanche.  Blanche has more difficulty accepting the 
environment than Jane and tries to alter it however she 
can Instead of adapting to it.  She does, however, 
realize that she has lost forever her former lifestyle, 
and is willing to marry Mitch and try to settle into 
the environment.  Jane is much more successful In her 
adaptation to life in the Quarter.  She has gotten used 
to the debasing lifestyle here and Is shocked at how 
adaptable she has becomei "lately, I hardly recognize 
the lady at all anymore" (VC, p. 5*0.  Tye mocks her 
"classy langwldge" (VC, p. 3Di but on occasion, the 
vulgar expressions common to her environment rub off 
on her and find their way into her dialogue! "which I'd 
return with a kick in the balls I (She gasps.)  My 
Lord, did I say that?" (VC, p. 15) 
Jane and Blanche travel to New Orleans hoping for 
a last chance to achieve their desires.  Both need com- 
panionship desperately and are willing to relax their 
standards considerably in order to find someone. 
Blanche has made a series of mistakes in her search to 
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find someone who will love her, Including the men at 
the Hotel Flamingo and the sixteen year old student she 
had gotten Involved with.  Her move to New Orleans finds 
her trying to act pure and girlish in a plot to attract 
Mitch.  Certainly Mitch is not the type of man she was 
used to dating when she was younger, but he is at least 
different from the other men here.  She recognizes a 
sensitivity, a gentleness, In Mitch which the other men 
of the Quarter lack, and this Is better than she hoped 
for.  Jane's initial meeting with Tye is indicative of 
her despair.  She meets him after he makes a pass at her 
on the street, and Instead of reproaching him, she does 
not do anything at alii f 
because you were something I'd never encountered 
before—faintly Innocent—boy's eyes.  Smiling. 
Said to myself, "Why not, with nothing to lose IM 
Of course, you pleasure me, Tye!  I'd been alone 
so long..." (VC, p. 3^). 
The two women are betrayed by their own physicallty, 
their own sensual natures.  Perhaps the highly erotic 
newsboy scene In Streetcar best reveals this side of 
Blanche's personality.  Stanley recognizes her sensual 
side, too, as he watches her undress and dance sinuously 
behind the translucent portiere while the men are 
playing poker, and the rape is partially intended to 
make her aware of the sexual side of her nature that she 
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has tried to negate.  "Jane is magnetized by the pull of 
Tye's superb physique," ->° an(j tells him, "I've been 
betrayed by a sensual streak in my nature. Suscepti- 
bility to touch" (VC, p. 82).  Both are especially 
attracted, to "boyish" men.  Blanche marries a "boy," 
has an affair with a sixteen year old. boy, kisses 
the young newsboy, and even recognizes the boyish 
qualities in Mitch (e.g., his awkwardness, his living 
at home with his mother). Jane describes Tye as having 
a "vulnerably boyish appearance" (VC, p. 1*0 and as 
having "skin like a child" (VC, p. 82).  Perhaps the 
boyishness of their lovers merely helps their vanity, 
making them feel younger in the same way as Princess 
Kosraonopolis feels when sleeping with the boyish Chance 
Wayne, but it also seems to underscore their desire for 
a return to innocence.  Perhaps it also Indicates their 
inability to deal with "grown-up" men.  Both Jane and 
Blanche wish they could negate their sexuality, Jane 
her sordid present and Blanche her sordid past. Jane 
is painfully aware of what she has become and begs Tye 
not to see her as a whore and tells Mrs, Wire she is 
offended by her own behavior. Jane's solitary game of 
30 ,, Clurraan, p. 669. 
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chess symbolizes her desire to keep her evil side in 
check, as she apparently tries to allow the white side 
to triumph.  Yet, Jane is more aware than Blanche of the 
contradictions in her life between what she has wanted 
to be and what she is, and she has given up on trying to 
prove her innocence to other people.  Blanche still puts 
on airs, trying to convince everyone she meets, inclu- 
ding herself, that she is prim and proper. She hides 
from the truth, prefering the safety of her illusions. 
"I don't tell truth, I tell what OUGHT to be truth" 
(SND, p. 117).  She bathes excessively in an attempt to 
wash away her sins, wanting desperately to feel clean 
again.  There are times, however, when her past will 
not allow her to forget what she has done and she Is 
forced to drop the self-deception.  At one point, for 
example, she tells Mitch, "I guess it is just that I 
have—old-fashioned ideals" (SND, p. 91).  Knowing that 
Mitch cannot see her face, she rolls her eyes, aware of 
the game she must play in order to get Mitch to marry 
her. 
Jane and Blanche both seem to have given up on 
turning to God for help with their problems.  As Jane 
says, "Who have I got to appeal to except God, whose 
phone is disconnected" (VC, p. 101).  Both seek out 
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people to take care of and protect them instead.  When 
Blanche realizes that Mitch is falling in love with her, 
she cries, "Sometimes—there's God—BO quickly" (SND, 
p. 96).  Mitch, not God, has helped the guilt to go 
away, as the "Varsouviana" tune stops every time she is 
with Mitch (until scene nine when he discovers the- 
truth about her).  Her human "god" also deserts her. 
Jane, on the other hand, expects the impossible from 
her human "godj" besides wanting companionship and love, 
she seeks protection from the fact that she is dying 
and pleads with Tye to giver her "another remission, 
one that lasts I" (VC, p. 109) She is asking the im- 
possible by asking Tye to play God, and thus she, like 
Blanche, is failed by her human "god." 
The similarities between these two women are strong 
onesi however, differences exist primarily due to their 
functions In the plays.  Blanche is the protagonist of 
Streetcar and Is a fully-developed, well-rounded charac- 
ter. Jane, although certainly not a flat character, Is 
not a fully-developed one and remains a caricature 
whose life affects the writer's.  Thus, if her char- 
acter Is sketchy when contrasted to Blanche's, it is 
because this is not her story, but the writer's. 
Another familiar character portrayal Is that of 
<*5 
Tye McCool who seems to be a reflection of Chance Wayne 
of Sweet Bird.  Both are highly serual characters.  Tye 
works at a strip show Joint and comes home to go to bed 
with Jane.  His whole existence Is sexually-oriented. 
Chance says of himself, "I was born to make love," 31 
claiming that lovemaklng Is "my other vocation...maybe 
the only one I was truly meant for" (SBY, p. 51).  Their 
appetites for flesh pathetically reflect the almost 
cannibalistic appetites of other characters In the plays 
who prey on them and use them for their own satisfaction. 
Both Tye and Chance realize how enviable their sexuality 
Is to other people. As Chance sayst 
the great difference between people In this world 
Is not between the rich and the poor or the good 
and the evil; the biggest difference Is between 
the ones that had or have had pleasures In love 
and those that haven't or hadn't any pleasures In 
love, but just watched It with envy, sick envy, 
the spectators and the performers (SBY, p. 5*0 • 
Both men allow themselves to be used,  Chance only 
to women and Tye to both sexes.  Chance "justifies" his 
behavior by acknowledging how people use him, tooi 
I gave more than I took. Middle-aged people I gave 
back a feeling of youth. Lonely girls? Understand- 
ing, appreciation.  An absolutely convincing show 
31 Tennessee Williams, "Sweet Bird of Youth" in 
Three by Tennessee (New Yorkj Signet Books, 1976), p. 
101.  All subsequent references to this text will be 
indicated parethetlcally by the abbreviation SBY. 
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of affection. Sad people, lost people? Something 
light and uplifting. Eccentrics? Tolerance, even 
odd things they long for (SBY, p. 52). 
Tragically, however, Chance longs for the one thing he 
is unable to attain, Heavenly, and is thus unable to 
solve his own need.  Tye, too, gives a great deal to 
people who use him to satisfy their own needs.  He gives 
comfort and companionship to Jane, vicarious sexual 
pleasure to both women and men at the strip Joint, and 
sexual gratification to any willing to pay for it. 
Both men are losers, who escape the truths about 
themselves by some form of intoxication.  Tye smokes 
marijuana and uses his needle regularly. At one point, 
he asks Jane for aspirin to relieve his pain, and she 
replies, "You're past aspirin, Tye.  I think you've 
gone past all legal analgesics" (VC, p. B2).  Chance 
escapes by drinking vodka, taking goofballs, and smoking 
dope.  Intoxication Is a typical surrealistic device 
Williams employs In many of his plays.  Blanche sneaks 
liquor to avoid the truth, the Princess uses drugs to 
control her perception of reality, Brick finds truth 
only in his alcohol, knowing that alcohol is the only 
thing which will give him stasis and peace, which will 
stop natural time.  "Give me my drink...give me my 
k? 
crutch." 32 Although Brick is referring to a real 
crutch, the drinking, too, has become a symbolic one 
for him, his means of escaping the pain found in truth. 
Tye and Chance are described as having "boyish" 
appearances, and this boyishness emphasizes their loss 
of Innocence as well as how temporary youth is.  Once 
the physical is gone, Tye and Chance will have nothing. 
All depends on their looks and their firm bodies.  Time 
is their enemy. 
As usual, Williams adopts earlier works into his 
play.  The genesis for Vleux Carre seems to have sprung 
from his earlier short story, "The Angel in the Alcove," 
which appears in his One Arm and Other Stories collec- 
tion. As usual, Williams re-works this story Into an 
effective play.  "Angel" is a first-person narrative 
told by a relatively young but unsuccessful writer 
about his stay in the Vleux Carre, and many of the 
incidents in Act I of the play, such as the suspicious 
landlady shining her flashlight on all who enter her 
boarding house, the writer's homosexual encounter with 
the tubercular artist, and the writer's periodic visits 
32 
Tennessee Williams, Cat on a Hot Tin Roof 
(New Yorki Signet Books, 1953T7 P. 78. 
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by an angel or a spectre of his grandmother are detailed 
in this short story.  Besides adding characters, inci- 
dents, and a whole separate act, Williams, a master of 
details, revises and alters the story to enhance his 
character development. 
Few of the characters have names In "Angel," 
Williams has effectively added names in the play, most 
of which have metaphorical meaning.  The names, too, 
elevate the characters from mere stereotypes to people 
of broader dimension.  In the play, It is only the 
writer who Is unnamed, and of course, this sets him off 
as being different from the other boarders.  He Is 
different Indeed, for he Is the only one to leave the 
boarding house with any hope of success. 
In the short story, the writer's stay at the Vleux 
Carre seems but a momentary stay In his life.  He re- 
lates this story about the people and events there in a 
detached manner.  True, the people and events are Inter- 
esting, but they did not seem to Influence him as a 
writer.  In fact, the story Is not the detailing of a 
writer's development at all, as In the later play, but 
merely a recording of a Journal-type entry.  When the 
writer in the short story leaves the Vleux CarrS, It Is 
not for the "open road" with any promise of the future, 
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but instead, his leaving is a reaction to and a repul- 
sion of the landlady*s brutal treatment of the dying 
artist.  The landlady in "Angel" Is much more brutal 
and less comic than her counterpart Mrs.Wlrej she re- 
presents stark cruelty and materialism. A true monster 
in the story, she seems to have no redeeming qualities, 
and she becomes "the brutal harbinger of time and 
33 death" "  as she shouts and forces the blatant truth 
upon the dying, tubercular artist. 
The nights In New Orleans are especially ap- 
pealing to the narrators of both works, as they offer 
comfort and respite from the reality of the days.  The 
angel, too, offers comfort and appeasement of guilt to 
both.  The apparition in the short story, however, Is 
more detailed and appears more frequently to guarantee 
a night away from reality and to remove at least tem- 
porarily the pain of living.  In the play, the angel 
appears less frequently as the writer begins to grasp 
a feel for reality and learns to accept the real world. 
The lunar atmosphere of the city spellbinds both 
33  Thomas J. Richardson, "The City of Day and The 
City of Night" in Tennessee Williams! A Tribute, ed. 
Jac Tharpe (Mississippi! University of""Mlssisslppi 
Press, 1977), P. 639. 
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narrators, but when the writer leaves the Vieux Carre 
in the play, there is no doubt his return to the city 
will occur through memories and dreams, but there is 
doubt as to his physical return there.  The writer in 
the short story seems more rootless and thus admitst 
the lunar atmosphere of the city draws me back 
whenever the waves of energy which removed me to 
more vital towns have spent themselves and a time 
of recession is called for.  Each time I have felt 
some rather profound psychic wound, a loss or a 
failure, I have returned to this city. 3^ 
Vieux Carre is a much longer work than "Angel." 
What is added reveals bits and pieces of other familiar 
Williams concerns and characters, but there are no 
direct analogues.  The additions and revisions help to 
lend a universality to the play, moving the story from 
the level of "sketch" to a drama about real human beings 
with very real problems, a drama which is truly an art 
form in its blending together of music, light, sound, 
and metaphor. 
Vieux Carre is in many respects a fine adaptation 
of Williams themes, images, and characters, but it is 
certainly not a mere imitation of his earlier works. 
Gore Vidal has said of Williamsi 
3^ Tennessee Williams, "The Angel in the Alcove" 
in One Arm and Other Stories (New Yorki New Directions 
BookTT T9c777~p7~I52. 
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Tennessee is the sort of writer who does not devel- 
opj he simply continues.  By the time he was an 
adolescent, he had his themes.  Constantly he plays 
and re-plays the same small but brilliant set of 
cards• 35 
Despite the limited range of themes, the works remain 
fresh as MWilliams seems to restate his creative exper- 
ience to subject his poetic vision to continual recon- 
sideration." 3° There are hints of the genuine magic 
of Williams in Vleux Carre, as he attempts to alter old 
themes, the old characters, and the old situations, 
adapting them to the concerns of more modern man. 
35 
Gore Vidal, "Selected Memories of the Glorious 
Bird and the Golden Age," The New York Review of Books, 
February 5t 1976, p. 17. 
3° Jackson, xv. 
52 
CHAPTER TWO 
THE NEW EMBEDDED IN THE OLDi VIEUX CARRE IN CONTEXT 
Williams has been severely criticized for having 
written nothing original in the past fifteen years, for 
simply re-doing former plays.  It is true that his 
plays do lack variety of theme, setting, character 
types, and staging.  Williams himself acknowledges this 
criticism in a 1978 interview, but avows that "I think 
my new plays reflect my new attitudes—I hope they 
do." 37 vieux Carre strongly echoes his earlier works, 
but Williams has breathed fresh life into this play. 
The variety as well as the depth of an artist's 
imagination is a factor in his ultimate worth.  On 
the other hand, even the writer who repeats him- 
self, if by that we mean that each of his works is 
an analogue to the same narrow Imaginative content, 
can be of great value provided each work makes us 
genuinely experience that content anew and delight 
in the experience. 38 
There are indeed signs here of new directions, new 
visions, a new emphasis—all embedded in the old. 
Williams has always been interested in the artist, 
3' Brown, p. 296, 
38
 Free, p. 816. 
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the creative mind, but In most of his plays, the artist 
is stagnated and Is not producing.  These "artists" are 
defined largely by their temperaments and inclinations, 
as some never actually record a word or approach a can- 
vas.  Blanche of Streetcar speaks poetically and ele- 
gantly, preferring the world of imagination and illusion 
to one of reality, but her speech and mannerisms are 
anachronistic In the very real and vulgar world of the 
Quarter, and she thus seems eccentric because of her 
poetic nature.  In Suddenly Last Summer, Sebastian, 
hardly prolific, produces a poem per year, but is un- 
able to complete his 1935 "Poem of Summer."  Nonno in 
Iguana has been trying to complete one poem for the 
past twenty years.  Tom Wingfleld in Menagerie can 
hardly be considered a serious writer, doing little more 
than thinking in symbols and scrawling poems on shoe 
boxes at the factory, an act which wins him the dubious 
nickname "Shakespeare" by co-workers.  Nightingale in 
Vleux Carre is an addition to this list of stagnated 
artists, as he, too, can produce no serious work.  The 
writer is also temporarily stagnated in this play.  In 
his Memoirs, Williams admits that "being unable to write 
has always disturbed me as If they sky had fallen upon 
head" (Mem., p. 139).  For the first time In any of his 
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work, vre witness In Vleux Carre a figure who is a so- 
called "writer" in a play strictly about the "writing 
process."  This play details the initiation of a naive 
twenty-eight year old boy into writings he moves from a 
barely monosyllabic conversationalist to a more active 
speaker and self-assured writer, busily recording and 
typing his thoughts and observations on the day.  As 
the young writer leaves the boarding house at the end 
of the play, there seems to be no guarantee for his 
achieving any measure of success.  Mrs. Wire warns him, 
"Now watch out, boy.  Be careful of the future.  It's a 
long way for the young.  Some makes It and others git 
lost" (VC, p. 116).  By a neat trick of structurally 
manipulating the past and present time, we know that he 
has In fact succeeded In "making it" In writing.  This 
play Itself JLs his effortj he has written. 
The ending of Vleux Carre is thus much more hopeful 
and far less pessimistic than In any of Williams' other 
plays, "Awareness of past Is always an element of 
Williams' plays.  His characters live beyond the fleet- 
ing moments of the drama...back into a glowing past and 
39 
shrinking from a terrifying future." V7 Even In "Angel 
39 Nancy Tischler, The Rebellious Purltan (New 
York. The Citadel Press,T96l), p. 101. 
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In the Alcove," the short story this work Is based on, 
the writer-narrator seems to fear each new day and never 
actually writes anything at all.  In Vleux Carre. how- 
ever, the protagonist transcends this pessimistic ap- 
proach to life.  Although he Is somewhat frightened of 
taking the first step toward a future, he puts his past 
behind him and suppresses his fears In order to move 
forward.  He achieves an element of success here by 
facing the present and the future, and the fact that he 
has written this play offers the promise of even more 
future successes.  Unlike Tom Wlngfleld In Menagerie, 
the writer has broken the hold of the pastj the recor- 
ding of this play has been cathartic.  Tom Is still 
troubled by the ghosts of Laura and Amanda and Is still 
wandering aimlessly from city to city In a futile at- 
tempt to find some respite.  In Vleux Carr6, the narra- 
tor has become a writer, largely due to his ability to 
lay his past to rest.  Now that he has done so, he 
should be able to write more.  We as readers feel con- 
fident that he will.  Although many of the other char- 
acters in the play do not face such bright futures, the 
fact that the protagonist does, leaves us with a sense 
of optimism heretofore not felt In Williams' plays. 
"Like O'Neill, Williams conceived for popular 
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theatre an ancient purpose* the exposure of human suf- 
ferlng."   In Vleux Carre, the characters, including 
the narrator, do indeed suffer.  As a result of his own 
suffering and the observing of the suffering of others, 
the writer-narrator grows.  He becomes more aware and 
more compassionate.  Here for the first time we see a 
character not defeated by his suffering, and this, too, 
reveals a new sign of optimism in Williams' plays. 
Williams has told again and again the story of an 
outsider, one of the fugitive kind, who by virtue 
of his (or her) differentness—his artistic in- 
clinations, his sexual proclivities, his physical 
defects—becomes a victim of an uncongenial 
society. ^ 
Williams has repeatedly followed this pattern since 
his earliest plays, but In Vleux Carrl, the "society" 
is not uncongenial at all.  There are "friendships" 
here not witnessed In earlier plays, male-male ones 
and male-female ones, friendships which can and do 
transcend sex.  These friendships result in large part 
from the loneliness of the characters.  All seem to be 
"sailing along in separate small crafts, each with his 
Jackson, p. xil. 
^
1
 Gerald Weales, "Achievement in the Sixties," 
in Tennessee Williamsi A Collection of Critical Essays» 
ed. Stephen S. Stanton TEnglewood Cli?fs, New Jerseyi 
Prentice-Hall, Inc., 1977)• p. 61. 
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own view of one, but In sight of each other and some- 
times In touch" (Mem., p. 2).  Williams has always 
shown compassion for lost souls, but in this play, the 
characters themselves also feel the same compassion, 
the same Identification with each other.  The walls of 
the boarding house are paper-thin and the halls are 
narrow.  Instead of this physical proximity increasing 
the tension and aggression between the characters as it 
does in Streetcar, it draws them together, establishing 
a somewhat warm sense of community.  Friends in this 
play serve a new function not seen in earlier playsj 
I.e., they can teach.  They can teach each other how to 
overcome loneliness, how to become tolerant and com- 
passionate, how to deal with reality, and how to face 
the future.  Even though "friendships" do exist in 
earlier plays, this teaching element is missing, as is 
a genuine ability between "friends" to communicate 
honestly.  The characters in Vleux Carr£ are alike in 
so many respects that, although they seem like misfits 
to the rest of the world, they are drawn together in a 
common understanding of each other.  One of Williams• 
recurrent themes is the plight of the individual 
trapped by his environment.  Many of the minor charac- 
ters here face entrapment, loneliness, loss, and a 
58 
sense of desperatlonj there is nowhere elso for them to 
go.  Again, the protagonist in Vieux Carre transcends 
thlE, fleeing the "trap" of stagnation, overcoming his 
loneliness and feelings of loss, and facing the future. 
"Always the gothic focus of Williams * work echoes 
a sense of corruption and the physical violence which 
is an aspect of the southern romanticism."  2 Certain- 
ly a sense of corruption pervades this work, as we see, 
for example, the degeneration of Jane Sparks and Tye 
McCool, and as we watch as the writer is Introduced to 
a corrupt world which he has never before seen.  In this 
play, however, none of the physical violence which Is 
evidenced In most of his other works, with the excep- 
tion of Menagerie, occurs.  His new plays aret 
a retreat from the inescapable violence of Or- 
pheus Descending and Suddenly Last Summer to an 
acceptance of life and death, a resignation that 
is almost positive in its refusal to be sentimen- 
tal or to Indulge the self-pltiers. ^"3 
Even the so-called "rapes" (Tye of Jane, Nightingale of 
the writer) are lacking In violence as both victims, to 
some degree, acquiesce.  Rape instead now seems to be 
symbolic of what society does to the artist» that Is, 
42
 Leavltt, p. 13. 
Weales, "Achievement," p. 63. 
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it "robs the artist of his dreams and then uses him for 
its own diversion.  In Holden Caulfield's terms, it 
•prostitutes the artist.'"     The only true "violence" 
occurs when the landlady viciously pours boiling water 
through the floorboards on the photographer and his 
nude models.  She reacts violently here in an attempt 
to obliterate what she sees as decadent sexuality. 
This scene illustrates that violence does still exist, 
but that it touches none of the lives of the major char- 
acters.  Except for Wire, most of the main characters* 
feelings are tempered by humanity and a genuine, 
passionate concern for other dispossessed and des- 
pairing people. 
Like Williams' Memoirs, Vleux Carre is a play 
about truth, stark truth.  In his Memoirs, Williams 
states, "about honesty in worki there are two kindsi 
honesty with taste and honesty without it." (Mem., p. 
2*1-3) • Williams has been severely criticized for his new 
blatant honesty In both the Memoirs and Vleux Carre. 
Critics have viewed the two works as being tasteless 
due to their vulgarity.  Explicit sexual encounters are 
44 
Nancy M. Tlschler, "The Distorted Mlrrori 
Tennessee Williams' Self-Portraits" In Tennessee 
Williamsi A Collection of Critical Essays, ed, Stephen 
S. Stanton (Englewood cliffs, New Jersey, Prentice- 
Hall, Inc., 1977), p. 168. 
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detailed (particularly In the Memoirs) and the language 
(especially in Vleux Carre) Is surprisingly vulgar. 
Readers and viewers of the play have also been offended 
by the physical rawness of the play, particularly In 
Its descriptions of and graphic portrayals of Night- 
ingale's tuberculosis.  Williams seems to be experi- 
menting here with his concept of reality.  How far can 
theatre go In exposing reality?  Can we honestly expect 
to hear and see anything different In such a setting? 
Aren't we as readers, Just as the gaping tourists to 
the garden district, shocked by a world we are not 
familiar with? Williams has always Intended to portray 
truth In his surrealistic dramas, and perhaps this ex- 
perimentation with vulgar dialogue and crude actions 
reflects his feeling that writing or art is not drama 
after all, but Is simply a recounting of realistic 
dally events. 
Both his Memoirs and Vleux Carre have been called 
"undisguised self-revelation,"   and Indeed both seem 
to be a revelation of his own truth and a means of 
catharsis for Williams himself.  In his earlier plays, 
4«> J
  Catherine Hughes, "Tennessee Williamsi What's 
Left?" In America, January 10, 1976, p. 10. 
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the self-revelation had been vague and crepuscular and 
not Intentionally cathartic.  Williams himself inten- 
tionally downplays the autobiographical approach to his 
works, stating, "the artist's work relates not to the 
outer details of his life but to the inner works of his 
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Imagination..." 
Unlike Williams' earlier plays, his more recent 
ones have been accused of being melodramatic.  The tone 
of Vleux Carre does possess a melodramatic and even an 
hysterical quality at times.  Certainly the amount of 
sickness in the play—Jane's leukemia, Nightingale's 
tuberculosis, Mrs. Wire's progressive insanity, Tye's 
increasing drug addiction, the writer's cataract, and 
Mary Maude and Miss Carrie's starvation—supports the 
view that the play Is overly melodramatic.  Yet, if the 
play is melodramatic, there Is also a new and positive 
stylistic development here.  The protagonist seems to 
view each character as an aspect of his own psyche, and 
thus the melodramatic treatment of each is understanda- 
ble, as he makes masked avowals about himself.  He Is 
the starving womem starving for companionship, self- 
awareness, and words (food?) to write with} he Is Tyet 
^6        „ , 
Free, p. 816. 
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a young man fantasizing himself as a sexual object and 
"addicted" to his past, an addiction he must overcome 
if he is to survive; he is dying (as Jane and Nightin- 
gale)! not physically, but emotionally, and must learn 
to understand himself and face the future instead of 
the past in order to be reborn. 
Williams' female characters are weaker in Vleux 
Carre than In earlier plays.  No longer as blockbusting 
as Blanche, Alma, Maggie, and Hannah, they are even 
more eccentric and now appear almost absurd.  Usually, 
there has been at least one female character who has 
served to move the entire play along for Williams, but 
here, the female characters are less round and less Im- 
portant to the play as a whole.  Perhaps it Is because 
the protagonist Is trying to escape from a female-cen- 
tered world that he refuses to allow any female charac- 
ter to dominate hlra.  Here, finally, a male protagonist 
succeeds in severing the umbilical cord.  Previously in 
Williams plays, the man who loved his family never 
truly escaped it.  This 
eternal struggle to cut the umbilical cord, under- 
lying almost all of Williams * work, explains a 
number of his related Ideas.  The separation from a 
mother-figure parallels the separation from society 
and Its values.  **7 
(
  Tlschler, "Distorted Mirror," p. 166. 
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The mother-figure usually represents those values which 
the male must not adapt as his own if he is to succeed 
in a "man's world," values represented by the "Ideals of 
the Old South, the Puritan tradition, and a kind of 
meaningless conformity that destroys the individual 
ha 
without the consequence of enriching the world." 
The male characters have also been altered from 
Williams' previous plays.  Before, most of the men were 
"boyish" and immaturej even the older characters, Big 
Daddy and Nonno, for example, seemed Juvenile.  In 
Vleux Carre, the male characters, with the exception of 
Tye, have grown more mature.  They seem to possess in- 
creased awareness of the world around them and, more 
importantly, an increased sense of terrible self-know- 
ledge.  Relationships between the characters are not 
all sexual encountersi nor are they ones in which one 
character necessarily tries to dominate.  The characters 
do typically have sexual desires, but there is an atypi- 
cal feeling of sexual resignation not seen before.  In 
many of Williams* plays, the characters tend to use sex 
as "a temporary palliative"   from which they can find 
^8 
Tischler, "Distorted Mirror," p. 166. 
Weales, "Achievement," p. 6l. 
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comfort and a surcease from the problems that are 
eating away at them.  In Vleux Carre, though, one gets 
the feeling that none of the characters will ever at- 
tain sexual happiness.  Thus, the play seems to treat 
time's passage with even more poignancy than before. 
Again, It is only the writer-narrator who is hopeful 
of better things to come. 
Williams portrays a variation of an old setting 
In Vleux Carre. He has always delighted in the city of 
New Orleans as his setting, as it seems to be "expres- 
sive of the folly and fantasy in the Southern tempera- 
ment which he loves so well." 50 Again, he incor- 
porates the New Orleans myth of romance into his play. 
Here, however, the myth is shown to be a facade.  Al- 
though the French Quarter Is still lovely enough to at- 
tract tourists, it is shown to be decaying.  Although 
the boarding house is structurally attractive, its walls 
are cracking and peeling, and It is hardly Inhabited by 
Southern aristocrats.  Williams paints a portrait of a 
city defined by an undercurrent of sin, release, 
depravity, particularly violence and sex...a place 
where one could attempt escape from restrictions, 
Inhibitions, the burdens of responsibility and 
time. 51 
50 Free, p. 303. 
51 Richardson, p. 63^. 
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Even the tourists who come here to see the French ar- 
chitecture and the exotic gardens of the Quarter seem 
bored by the tour as they stare up at the handsome and 
dignified facade of the boarding house, "What's next on 
the tour, or is it nearly finished?" (VC, p. 98)  Their 
boredom evaporates as they are introduced to the more 
lurid aspects of the Quarter when Jane staggers out onto 
the gallery.  With gushing voices raised "In thrilled 
shock and dismay," they shout, "Look at that I...there's 
a whore at the gallery window I  Practically naked I" (VC, 
p. 99)  Williams suggests that it is the seedy elements 
of life which fascinate modern man, that the tourists 
come to New Orleans to see not the Southern elegance 
but this low life, and that the Southern romanticism of 
the past has been lost.  This seems to be the only real 
statement of social comment In the play, and even this 
is treated only as tragicomic relief.  Williams seems to 
move further and further away from social comment In 
his more recent plays. 
Williams' settings have been seedy before, and there 
have been other hotels and places for transients such as 
restaurants, tenements, and apartments, but his use of a 
boarding house is new.  The boarding house provides 
another dimension of "home" for the protagonist of the 
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play.  He can decide how permanent a home It will be. 
If he wants to stay forever, he canj even when he does 
not make the payments on his rent, his landlady, feel- 
ing somewhat maternal, seems unable to throw him out. 
Yet, If he chooses to leave, he can do so anytime. 
Transience was always a more difficult option for pro- 
tagonists in earlier Williams playsj those opting for 
It had to leave a family and face guilt.  Here, unlike 
Tom Wlngfield, the writer has already left his real 
family, and his departure from the people of the 
boarding house would not result In as much guilt.  As 
usual, the setting is symbolic.  The Initial stage 
directions indicate that "In the barrenness, there 
should be a poetic evocation of all the cheap rooming 
houses of the world" (VC, p. 4).  Williams suggests 
that transience guarantees loneliness. A boarding 
house can provide some semblance of "family" for 
awhile, if one desires it.  The characters in the 
boarding house, however, unlike members of a family, 
own nothing and have no ties.  Perhaps, this reveals a 
new attitude about the family's role In modern society. 
A life of no ties, of transience, is a more attractive 
alternative for modern man than family life, despite 
the guaranteed loneliness, freeing modern man from any 
6? 
sense of responsibility. 
Williams• usual tight construction resulting from 
a plot held together and thrust forward by Interwoven 
symbols, dramatic action, and at least one strong and 
well-developed character Is absent from Vleux Carre. 
The Intentionally loose structure Is perhaps one of 
Williams' most innovative elements in recent years. 
He seems to be experimenting here with plot and tempo, 
with the modalities of tone and mood.  In this play, 
there are four elements loosely holding the work to- 
gether i the boarding house itself as a literal place 
where these desperate people gather and as a symbol of 
a house of memory, a house of alternatives! Mrs. Wire, 
the landlady watching over all of her tenants; the 
writer himself who serves as a spy on all the other 
characters* lives as he watches them and eventually 
writes about them; and the mood of nostalgia which 
dominates the play.  The play has been attacked by many 
critics for its looseness, but it is apparent that 
Williams intended for the structure to be loose. 
The play is in many respects picaresque, with 
very short scenes, mini-climaxes, and a transient pro- 
tagonist.  Only once before in Camlno Real had Williams 
attempted the picaresque, and that play was Judged a 
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failure.  This picaresque tradition seems to work 
successfully in Vieux Carrjij it suggests the writer's 
world as fragmented and chaotic.  Each scene moves 
slowly, each with its own small climax.  There are none 
of the usual brutal climaxes as in other Williams plays» 
no one particular event shapes the writer's life.  The 
experiences which mold him are more diffuse. Also, the 
absence of a single powerful round character suggests 
there is no one person around whom his world can co- 
alesce. Again, the very structure of the play under- 
scores Williams' concept of modern man as a lonely 
transient, a man without ties, a man with no clear al- 
ternatives.  Perhaps a significant flaw in this play 
is that Williams details too much rising action in his 
attempt to show the existing chaos, yet, after all, 
that very chaos motivates the writer to take to the 
open road, a move which guarantees his success. 
Williams' plays always contain some element of 
a gentle and subtle humor,  Williams himself admits 
that "laughter has always been my substitute for lamen- 
tation and I laugh as loudly as I would lament if I 
hadn't discovered a useful substitute for weeping" 
(Mem., p. xvii).  There is, though, a change in Williams' 
concept of humor in his more recent works.  Sign! Falk 
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writes that Williamst 
seems to be attempting In some of the later works.., 
the 'outrageous comedy' that has been suggested by 
some of his critics.  The appealing humor of the 
early works has turned to harshness In the plays of 
the 1970's.  52 
Vleux Carre reveals a humor that appears wilder and more 
eccentric than in his earlier works.  The humor Is defi- 
nitely Southern humor, but a decayed Southern humor, 
paralleling the plight of the South Itself.  There are 
signs of replayed humor here, but due to the play's 
structure as a memory play, It Is more distanced.  A 
macabre element touches this play, especially In its 
portrayal of Mrs. Wire, one never seen before even In 
the Princess* characterization in Sweet Bird, yet it is 
Important to note that the humor is bltingly real here, 
almost naturalistic, and not at all absurd. 
Perhaps this new concept of humor reflects a 
change in Williams himself as he gets older and as his 
own past becomes more distant.  Vleux Carre' is in many 
respects a very funny play; yet, oftentimes, we seem to 
be laughing so we will not cry.  If the play occured 
in the present with the narrator as the twenty-eight 
year old tenant of the boarding house, it Is apparent 
52
 Falk, p. 129. 
70 
that the play would lack the humorous approach to Its 
subject matter.  Only when the present becomes the past 
can we laugh at the once-sad and once-painful elements 
In our lives, but It Is often a pathetic and sardonic 
laughter, a laughter which, despite the years, still 
acknowledges the pain and suffering of the past. 
Certainly the charge that Williams has stagnated 
and has done little more than repeat the territory 
covered In earlier plays is a great Injustice.  There 
Is Indeed repetition, but there are changes, too, 
which Indicate that Williams Is keeping up with the 
world around him and with his growing concept of 
theatre.  If there Is repetition of themes, It Is 
because these are still the concerns of modern man. 
If there are traces of former characters, It Is be- 
cause these character types still exist In our society. 
Vleux Carre demonstrates that Williams can still pro- 
duce plays which deal with true and profound American 
concerns and which can still entertain us and have an 
Impact on us. 
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CHAPTER THREE 
CHARACTERSi A WRITER AND HIS GHOSTS 
During his brilliant career, Tennessee Williams 
has created some of the most memorable characters in 
American contemporary theatre.  Critics generally agree, 
however, that the characters of Vleux Carre lack the 
dimension and vitality of his other characters.  These 
critics have acknowledged that some similarities do 
exist between the characters in this play and those in 
earlier ones, but have expressed dissatisfaction that 
the characters in Vleux Carre possess none of the defini- 
tion, none of the individuality of the previous charac- 
ters and that they seem little better than "shadowy 
53 figures In a shadowy world." 
Interestingly enough, this effect of shadowy fi- 
gures, as well as the lack of any one powerful character, 
is exactly what Williams intended to create.  The play 
details the development of a writer.  As an impression- 
able and malleable young man, his growth Is largely 
53
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affected by the people around him, particularly by his 
fellow boarders at Mrs. Wire's rooming house.  These 
characters seem to be "ordinary folks in the cross-sec- 
tion of a house--a house of endings for most, and a 
beginning for one." J      As the older writer-narrator 
looks back on his days spent in the Vieux Carr6, he 
recalls these people who once helped to mold him into 
what he now is, these people who still remain alive for 
him via his memories.  Thus, the shadowy portrayal of 
these characters out of the writer*s past is justified, 
as they are but ghosts who still haunt him.  The passage 
of years has tended to distort the characters, making 
some of them one-dimensional as their idiosyncrasies 
and pathetic lives are exaggerated through the lens of 
memory.  Those characters who had the greatest Impact 
on him are remembered in fuller detail than the others, 
whom he remembers almost strictly according to their 
peculiarities. 
The writer, of course, is the best-developed char- 
acter in the play.  Of all the characters, "only for the 
twenty-eight year old writer is there a future, and he 
is almost ready to grasp it." ->-> The play portrays his 
5* Barnes, p. 22. 
55 Hughes, "Dilemma," p. 506. 
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passage from a stagnated person with artistic pro- 
clivities to one who faces the future optimistically, 
finally having written and promising to write again. 
As he first comes to the Vieux Carre, he is in search 
of his self-identity, and the only thing he knows for 
certain is that he wants to be a writer.  The words, 
however, will not comej he finds it difficult not only 
to write, but also to carry on a conversation.  He 
speaks nervously, hesitantly, and monosyllabically. 
Nightingale, however, sees his inability to communicate 
as a trait common to writers, "Like many writers, I 
know you're a writer, you're a young man of very few 
spoken words..." (VC, p. 17). 
Early in the play, the young writer admits rather 
shyly that "There's—a lot of human material—in the 
Quarter for a writer." (VC, p. 20). He seems somewhat 
uncomfortable with his role as "spy" of other people's 
actions and emotions.  As a result of this uneasiness 
and of his own Inexperience, he Is unable to weave the 
events he witnesses into any kind of productivity.  His 
writing is temporarily halted by his need for money» he 
even is forced to hock his typewriter in order to pay 
the rent.  Eventually, he is able to redeem the type- 
writer, and we hear him pecking away at the keys 
intermittently.  The sound of his typing multiplies as 
7^ 
as the play progresses, as the young writer develops an 
Increased self-awareness.  In fact, the typing serves as 
a framing device for the play, helping to lend unity to 
It, reminding us at all times that this Is the story of 
a budding writer. 
As his stay at the Vleux Carre Is extended, he con- 
tinues to observe the people around him and learns from 
them about human nature, about human suffering, and 
about himself,  "God, but I was Ignorant when I came 
here!  This place has been a—I ought to pay you— 
tuition" (VC, p. 67).  He has certainly had an education 
here, not the sort of education that would prepare him 
for most jobs, but one which assuredly is beneficial for 
his vocation as writer. 
Only once in the play do we see anything he has 
written. Act II opens with his typingi 
Instinct, it must have been (he starts typing.) di- 
rected me here, to the Vieux Carre of New Orleans, 
down country as a river knows no plan.  I couldn't 
have consciously, deliberately, selected a better 
place than here to dlscover--to encounter—my true 
nature.  Exposition! Shit 1...Even the typewriter 
objected to these goddam lines.  The ribbon stuck, 
won't reverse" (VC, p. 69). 
Even as the words begin to flow, the writer encounters 
difficulties.  Even though he "spies" on the other 
boarders continually, only this once does he allow us 
the brief opportunity to "spy" on him.  Once he records 
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his past on paper, however, we as readers are only then 
allowed to view his past, but under the guise of art, of 
fiction. 
As Act II proceeds, the words seem to be coming 
more easily as the writer's spoken word is more facile 
and confident, and as we can also assume, due to the in- 
creased typing sounds, that the written word is flowing, 
too.  We witness his progress as, on one occasion, he 
tells Mrs. Wire he cannot go out and sell her meals in 
the Quarter yet because he "is finishing the last para- 
graph of .a story" (VC, p. 71). As he prepares to leave 
the Vleux Carre, the writer finds that he is writing 
profuselyi 
Then I started to write.  I worked the longest 
I'd ever worked in my life nearly all that Sunday. 
I wrote about Jane and Tye, I could hear them 
across the narrow hall. Writers are shameless 
spies" (VC, p. 95). 
Why has it taken so long for a man with obvious 
talent to write? Williams suggests in his portrayal of 
the writer, as well as in the portrayals of most of his 
artists, that the inability to write or to paint is in 
large part due to the naivete resulting from a strict, 
Puritanical upbringing In a female-centered world. At 
one point, he laments, "Oh, there's a price for things" 
(VC, p. 43).  The price he has paid for being reared a 
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gentleman with a gentleman's values Is the inevitable 
guilt he feels everytime he errs, and, of course, the 
Inability to write due to his overburdened guilt complex, 
If the artist Is to produce, Williams suggests, he must 
remove himself from the home environment which stifles 
him, which puts too many pressures on him, and he must 
successfully lay to rest the resulting guilt over 
leaving.  In Menagerie, even though Tom Wlngfleld walks 
out on his family, he Is unable to overcome the guilt 
he feels for having left them and thus wanders aimlessly 
from city to city, never accomplishing his own goals. 
The writer In Vleux Carre, however, gradually learns to 
put his past to rest and to stop feeling guilty for his 
actions.  At first, he feels guilty everytime he finds 
himself not acting In a manner his mother and grand- 
mother would approve of.  Even Nightingale warns him, 
"You're a victim of conventional teaching, which you'd 
better forget" (VC, p. 18).  As his grandmother's appa- 
rition begins to appear less and less frequnetly, the 
writer states, "I suspected that It would fade more and 
more as the storm of ray father's blood obliterated the 
tenderness of Grand's" (VC, p. 9*0. He does, however, 
successfully negate the genteel and Puritanical side of 
his upbringing and thus, unlike Williams' other artists, 
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Is able to produce and to achieve his goals.  When the 
boarding house begins to seem like "home" with Mrs. Wire 
trying to become a "mother" to him, he fleesj he must do 
so In order to continue to produce. 
Although the writer does undergo many changes In 
the play, he never for a moment abandons his Inherent 
honesty.  In all of his plays, "Williams has always 
valued honesty above morality." *6 No matter If we 
approve or disapprove of his actions, the writer re- 
mains an honest, likeable figure we can respect. Early 
In the play, for example, he naively admits very per- 
sonal self-revelations simply upon being asked rather 
pointed questions by Nightingale, and Innocently tells 
about the only sexual experience In his life.  Later, 
In court, he cannot lie to save Mrs. Wire from being 
convicted of pouring hot water onto the photographer 
and his models, even though he knows Mrs. Wire will 
vent her wrath on him for not helping her.  When asked 
If he saw Mrs. Wire commit the act, he responds, MI 
thought it very unlikely a lady would do such a thing" 
(VC, p. 63).  It Is Important, according to Williams, 
that the writer maintain his honesty if he is to become 
5
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a good wrlterj although he forsakes other scruples, he 
retains that artistic and moral virtue. 
The rest of the play's characters are quite vivid, 
and even though some are little better than caricatures, 
they are portrayed as credible people, true to their own 
context.  None of the characters achieves the roundness 
of the writer, but each In his own way has some effect 
on the writers development.  In his mind, the writer- 
narrator creates a kind of hierarchy of the characters 
from his past} those who Influenced him the most are the 
most rounded and well-developed, and those whose Impact 
on him was minimal are the flat and least-developed.  In 
this hierarchy of Influence, Nightingale, Jane, and Tye 
rank at the top.  Mrs. Wire is next on the list followed 
by Sky, who has potential as an Influence and who might 
have attained a higher ranking had he been fleshed out 
more In the plot.  Next In order are Mary Maude, Miss 
Carrie, and Nursle, all flat characters, followed by 
those characters who barely have any Impact on him at 
all, the tourists and the photographer.  Last, of 
course, Is the ghost Itself, the spectre of the writer's 
grandmother. 
Nightingale, Jane, and Tye are viewed primarily in 
terms of their roles as deteriorating artists and In 
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terras of their sexuality.  Although all three are to 
some degree likeable characters, most often It Is their 
pathetic statures which teach the artist, by negative 
example, what not to become.  Nightingale claims to 
have done serious work, yet all he seems able to pro- 
duce while at the Vleux Carre are cheap portraits of 
tourists.  Perhaps his unwillingness to face the fact 
that he has tuberculosis and Is dying creates his In- 
ability to produce any serious paintings.  The Impli- 
cation here again Is that unless the creative person Is 
honest—with others and more Importantly, with himself— 
he cannot be a serious, credible artist.  Mrs. Wire 
tries to get Nightingale to face the truth about him- 
self, screaming, "The truth, there's no defense against 
truth" (VC, p. 7^-), as she tries to make him realize 
that the blood on his pillow Is due to his tubercular 
coughing spells and that he has been fired from the 
"Two Parrots" because of his spitting up blood on their 
sidewalks in full view of their customers.  The writer, 
who, for awhile, was willing to nurture his illusions, 
tells him in an angry momenti 
I think there's been some deterioration in your 
condition and you ought to face it I  A man has got 
to face everything sometime and call it by its 
true name, not to try to escape it by—cowardly I — 
evasion—go have your lungs x-rayed, and don't 
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receive the doctor's bill when It's sent I  But go 
there quick, have the disease stated clearly I 
Don't, don't call it a cold anymore or a touch 
of the flu" (VC, p. 5D. 
Unable to face the truth, Nightingale responds with 
hostility, "You've gone mad, you've gone out of your 
mind, you little one-eyed bitch I" (VC, p. 51)  Even as 
his death is imminent, Nightingale still refers to his 
illness as asthma, but he Is obviously aware and afraid 
of his mortality.  "God's got to give me time for 
serious workl  Even God has moral obligations, don't 
He?—Well, don't He?" (VC, p. 91)  Nightingale is 
finally carried out of the boarding house on a stretcher, 
never having completed any serious painting, never 
reaching his goals. 
Both Jane and Tye are also stagnated artists with 
no promise of brighter futures,  Jane was once a fashion 
designer of some distinction, but her misfortunes have 
interfered with her ability to do satisfactory work, and 
she finds herself working half-heartedly, completing 
only tacky designs and unable to sell even these.  Tye 
Is a showman, an "artist" of sorts, who is unable to 
make anything of himself and finds himself working as 
a strip show barker in a New Orleans bar.  Unlike 
Nightingale, Jane and Tye have faced the truth about 
81 
themselves but have found the truth to be too painful. 
Both do whatever they can to escape from truth, finding 
refuge in such temporary palliatives as liquor, drugs, 
and sex.  Tye's drug addiction, however, not only pre- 
vents him from dealing with the truth, but it also guar- 
antees his never becoming anything better than what he 
Is. Jane's refusal to deal with the truth is less ef- 
fective than Tye's, as she has fewer escape mechanisms 
than he does.  When Tye walks out on Jane after dis- 
covering she is dying of leukemia, she fabricates a 
story for the writer, who tells her, "Jane, you don't 
have to make up a story, I heard your talk with Tye— 
all of it" (VC, p. 11*0. As Jane faces the truth about 
her own mortality and about Tye's departure, she becomes 
morose and seems to give up her will to live.  Yet, 
still acting as a "teacher," she urges the writer to 
leave the boarding house with Sky and accept a dif- 
ferent fate than hers, "Now go quick.  He might not 
wait, you'd regret it...Now hurry, hurry" (VC, p. 115). 
These three characters are all hlghly-sexed, and 
all three serve the function of teaching the writer 
about sexual life. Act I of the play primarily deals 
with Nightingale's influence on the writer, as he 
introduces him to open homosexuality.  Act II 
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concentrates on Jane and Tye, "a genteel New Yorker and 
a Neanderthal stud caught in the flytrap of passion." " 
Their relationship vicariously initiates the writer to 
heterosexuality.  The three characters pose alternatives 
for the writer.  Their dismal and pathetic futures con- 
vince him he must leave the boarding house in order to 
transcend similar fates. Memories of all three stay 
with him for years, however, as their Impact on his 
life was great, 
Mrs. Wire is more of a caricature than Nightingale, 
Jane and Tye, but she still is portrayed as a vivid 
character who largely affects the writer's life, again 
mostly through negative example.  Called a "witch" by 
many of the characters, her behavior is certainly witch- 
like.  At one point, as she is preparing a large pot of 
gumbo on the stove despite the late hour (it Is mid- 
night), the stage directions Indicate that "she could 
be mistaken for a witch from Macbeth In vaguely modern 
but not new costume" (VC, p. 35). She carps constantly 
and acts feverishly, protecting the boarding house as 
If It were a Jail, sleeping In the hall and maniacally 
" T. E. Kalem, "Down and Out In New Orleans," 
Time. May 23, 1977, p. 108. 
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shining her flashlight into the eyes of all who enter 
the boarding house at night.  "With demonical energy" 
(VC, p. 56), she pours two pots of boiling hot water 
down on the photographer and his models, screaming that 
she will not tolerate vice. Mrs. Wire transcends the 
level of mere caricature due to her sometimes charita- 
ble and sympathetic nature. She is "an indomitable, 
hard-beaten, crusty harridan who allows two half-crazed 
women derelicts to live alongside her kitchen rent- 
free." " Even after the writer cannot lie for her In 
court, she allows him to stay at the boarding house. 
Her extreme loneliness and her progressive insanity 
provide depth to her character. She "combines the cruel 
willfulness of a child with the occasional sentimentali- 
ty of a psychopath." *9 Her insanity, although most 
often portrayed with gritty humor, is often touching, 
particularly when she confuses the writer for her son. 
She has tried to be a surrogate mother to the writer, 
and his departure from the boarding house is certain to 
create even more pain and loneliness for her. As she 
represents truth, other characters in the play who try 
D
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to avoid truth at all costs hate her.  Nightingale, in 
particular, despises her because she maliciously harps 
on his sickness.  As she enters his room determined to 
remove and burn his contaminated possessions, he holds 
his easel "over his head like a crucifix to exorcise a 
demon" (VC, p. ?*+), but collapses before he can act. As 
the writer prepares to leave the Vieux Carre", Mrs. Wire 
maternally warns him to be careful of the future, as 
again, she departs from her witch-like characterization 
in order to wish him well. 
The character Sky is an important character in the 
play, but he is representative of a brighter future for 
the writer, rather than a ghost of the writer1s past, as 
are the other characters.  Thus, his portrayal is rather 
one-dimensional, as he is little more than an allegori- 
cal figure.  Prom the beginning of the play, even before 
we meet him, he represents optimism. After carrying his 
sack upstairs, the writer contemplates, "A name—Sky? 
Shines like a prediction" (VC, p. 8).  The sack remains 
In the boarding house throughout the play as a symbol of 
a brighter future for the writer, but he does not real- 
ize it as such and even forgets about it until Sky re- 
turns for the sack and offers the writer the alternative 
of leaving the boarding house and heading out on the 
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open road.  Sky is a rather non-descrlpt character! his 
two most outstanding features are his youth and his 
geniality, both of which underscore the optimism he 
represents. Sky, too, has abandoned his family, and he 
serves as a model for the writer, offering him the op- 
tion of freedom and adventure.  If the writer is to pro- 
gress as an artist, he must pursue this course of inde- 
pendence which Sky represents.  As the writer faces the 
future, the sounds of cacaphony fill him with apprehen- 
sion, yet the sound of Sky's clarinet still overpowers 
the other sounds, suppressing his fears. Sky's clarinet 
reminds him of the higher call of art which he can at- 
tain if he is to leave here, and of course, he opts for 
art over stagnation. 
The remaining characters in the play are all flat, 
although three of these flat characters do have a mini- 
mal influence on the writer.  Mary Maude, Miss Carrie, 
and Nursle linger in his memories as people who, too, 
have taught him something, however slight.  The two 
starving and gossiping crones are pathetic figures, 
their sole motivation finding something to eat.  Sym- 
bolically, they represent the dead end the writer will 
face if he is to stay here—he too will starve, but In- 
stead of lacking food, he will lack words. Just as Mrs. 
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Wire seems to take care of these two starving women, 
Nursle*s function Is primarily to protect Mrs. Wire. 
Although constantly threatening to retire, Nursle too 
Is trapped here as Mrs. Wire's dependence on her In- 
creases.  She offers charitable assistance to the land- 
lady as she loses her grip on reality.  Nursle Is the 
one character In the play who believes In God Implicit- 
ly.  Quoting the scriptures and singing spirituals 
throughout the play, she serves as a reminder that God 
exists, a fact which the other characters choose to Ig- 
nore or to discredit.  All three women—Mary Maude, Miss 
Carrie, and especially Nursle—also add an element of 
comedy to the play. The characters themselves rarely 
laugh during the play, and yet laughter Is another way 
of dealing with their grim situations.  Just as most of 
the characters ignored the option of believing in God, 
so too do they ignore the option of laughter which could 
offer temporary relief to their plights. 
The tourists and the photographer are barely re- 
membered characters| their portrayals are thus totally 
flat and cursory.  The writer merely remembers them in 
terms of their effects on others, recalling the photo- 
grapher as a recipient of Mrs, Wire's wrath and the 
tourists who mistook Jane for a whore and who delighted 
8? 
In seeing the more sordid aspects of their tour rather 
than the historical elements. 
Finally, there Is one genuine ghost In the play, 
an angel, whom the writer views as an apparition of his 
grandmother.  This "angel" visits periodically through- 
out the play, and Is seen as appearing In a faint light 
sitting in the alcove window In the writer*s room and 
once in Nightingale's room.  In his Memoirs, Williams 
states, "I believed in angels more than I did In God 
and the reason was that I had never known God...but 
that I had known several angels in my life...I mean 
human angels" (Mem., p. 33).  The writer's grandmother, 
who was very dear to the writer before she died, now 
serves as a source of comfort to him.  Her death has 
elevated her to the stature of "elderly female saint" 
(VC, p. 26). After his first homosexual encounter with 
Nightingale, he feels guilty and fears her reactiont 
I wondered if she'd witnessed the encounter between 
the painter and me and what her reaction was toward 
such perversions? Of longing? Nothing about her 
gave me any sign.  The weightless hands clasping 
each other so loosely, the cool and believing gray 
eyes in the faint pearly face were as immobile as 
statuary.  I felt that she neither blamed nor ap- 
proved the encounter.  No.  Wait.  She...seemed to 
lift one hand, very, very slightly before ray eyes 
closed with sleep.  An almost invisible gesture 
of...forgiveness?,..through understanding?...Be- 
fore she dissolved Into sleep...(VC, pp. 26-2?)• 
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Certainly he is rationalizing, desperately 
wanting her approval so he will feel none of the 
guilt which always accompanies one's sexual Initiation. 
As the play unfolds, the angel appears less frequently. 
Still somewhat guilty, he fears it is because he has 
not lived up to her expectations and standards.  It 
seems, however, that his dependence on her is abating. 
As he matures, he needs fewer crutches in order to deal 
with reality, and he must outgrow this symbolic crutch 
in order to progress.  It is also possible that his 
break with her Is his final rejection of the female- 
centered world in which he was reared.  It is inter- 
esting to note that he is the only person to whom the 
angel appears. While Nightingale awaits his death In 
scene ten, the angel appears in his room.  The writer 
points her out to Nightingale, but he responds, "I 
don't receive apparitionsi they're only seen by the 
mad" (VC, p. 93).  The angel, then, provides comfort 
solely to the writer, as the other characters have 
their own Illusions as sources of comfort.  The final 
time the angel appears, it is to say good-bye, as she 
"lifts her hand in valedictory gesture" (VC, p. 108). 
The writer muses, "I guess angels warn you to leave a 
place by leaving before you" (VC, p. 108).  Of all the 
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characters, It is only the writer who Is willing to 
dispense with such emotional crutches? it is only he 
who will face the future. 
It is impossible for the writer to leave these 
people behind as he leaves the Vleux Carre; they have 
affected him too greatly and have helped to shape his 
own character.  To leave them behind would be to negate 
a part of himself.  Thus, the characters linger in his 
memories for years as ghosts haunting him and reminding 
him of his pasts 
They're disappearing behind me.  Going.  People 
you've known in places do thatj they go when you 
go.  The earth seems to swallow them upi the walls 
absorb them like moisture, remain with you only as 
ghosts, their voices are echoes, fading but re- 
membered (VC, p. 116). 
Only by having written about them is he able to under- 
stand their effect on him, and he is therefore able to 
lay them to rest.  The play began with his realization 
that these people were still haunting him, "Once this 
house was alive, it was occupied once.  In my recollec- 
tions, It still is, but by shadowy occupants like 
ghosts" (VC, p. 5).  The play's last line, "The house 
is empty now" (VC, p. 116), indicates that he will be 
able to leave its ghostly inhabitants behind. 
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CHAPTER POUR 
SEXUALITY IN VIEUX CARREi 
NEW FRONTIERS OF HONESTY FOR TENNESSEE WILLIAMS 
One of the major issues in Vieux Carre is the 
sexual initiation of its protagonist.  This twenty-eight 
year old writer has heretorfore only had one sexual ex- 
perience, a one-night stand which he naively mistook 
for love. This particular experience was a homosexual 
one, but it is not until his stay at Mrs. Wire's 
boarding house that he is certain that he prefers 
homosexuality to heterosexuality.  The rooming house 
offers him both alternativesj in Act I, he physically 
experiences a homosexual relationship with the tubercu- 
lar artist Nightingale, and in Act II, he vicariously 
experiences a heterosexual one between the two lovers, 
Jane and Tye.  Interestingly enough, neither is por- 
trayed as a totally positive experience, and not until 
he decides to leave the Vieux Carre is there any hope 
of a healthy sexual relationship, and then it is with 
Sky, a male. 
In its portrayal of sexual Issues, Vieux Carre 
is characterized by tremendous honesty and candor. 
91 
The play Is dominated by frank sexuality, coarse dia- 
logue, and erotic elements, and has been accused of 
being too candid and even vulgar.  Certainly, the 
blatant honesty with which Williams treats sexuality 
in the play is more shocking and more curious than ever 
before, except, of course, in his non-fictionalized 
Memoirs, which was also severely criticized for the 
same reason.  Williams has always dealt with sexual 
Issues, admitting in an interview that, "I can see a 
lot of things by putting sex in it...It seems very 
60 beautiful to me to write sex into plays."    In Vieux 
Carre, however, sex is no longer masked but is dealt 
with openly and realistically.  There has always been 
in Williams "a quaint absorption in the old-time Purl- 
tan preoccupation with sex, the sin that Dante placed 
at the rlni of hell since it is far above and less 
despicable than fraud and deceit."    In his earlier 
works, Williams portrayed heterosexual relationships as 
comic, excessive, falling or non-existant, dreamlike, 
perverted, or even Incestuous, but rarely "normal." 
Even If the topic of the play was sex itself, as In 
60
 Brown, p. 298. 
61
 Falk, p. 157. 
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Streetcar, little If any sex was shown on stage.  Wil- 
liams' homosexual relationships in his early plays were 
often disguisedf he contrasted attractive, sensitive, 
and likable homosexuals and crude, insensitive, and ob- 
noxious heterosexual charactersi 
Williams' treatment of homosexuality has undergone 
significant changes, moving from a mystical to a 
more social perspective, a personal, if fictional, 
microcosm of the wilder cultural demystiflcation 
of homosexuality.  The characteristic homosexuals 
of Williams* early fiction and of plays...are 
lonely men, frequently vagabonds, with the aura of 
the demigod, saint, repentent sinner, or poete 
maudit...Briefly stated, Williams' homosexual has 
moved from the mythic to the real. 62 
In Vleux Carre", both the heterosexual and homosexual are 
described in detail; more particulars are shown and many 
of the sex acts occur on stage.  The treatment of both 
is candid, and the writer seems to be objective in his 
descriptions of both. 
Vleux Carr6 also reveals Williams' maturation in 
his concepts of sex and love—an understanding of the 
possible combinations of love and lust.  Such combina- 
tions includet ideal love between friends which may or 
Edward A Sklepowich, "In Pursuit of the I^yric 
Quarryi The Image of the Homosexual in Tennessee Wil- 
liams' Prose Fiction," In Tennessee Williams %   A Tri- 
bute, ed. Jac Tharpe (Jacksont University of Mississip- 
pi Press, 1977), p. 529. 
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may not include sex (the writer and Sky, the writer and 
Jane); the love between parent or surrogate parent and 
child (the writer and his grandmother, the writer and 
Mrs. Wire); and lust, which may or may not Include some 
feelings of "love" (Jane and Tye, the writer and the 
paratrooper, the writer and Nightingale).  Once again, 
the other characters in the play serve as the writer's 
teachers, exposing him to all possible combinations of 
love and lust, thus enabling him to choose what types 
of relationships he prefers.  For the first time in 
Williams• plays, he dares to present homosexual rela- 
tionships as transcending lust and as including genuine 
love. 
As an Initiation play, it Is Important that the 
writer, although twenty eight, has had no former ex- 
periences with women.  His naivete Is apparent even to 
Mrs. Wirei "I got a suspicion you never had close rela- 
tions with wlmmen in your life" (VC, p. 96).  His only 
previous sexual experience has been a homosexual one, 
and then the writer was only used to satisfy another 
man's lust.  Even then, the writer confuses the experi- 
ence with love; "I think that he was shocked by my 
reaction...I told him that I...loved...him..." (VC, p. 
25).  His Inability to forget the experience, his lack 
9^ 
of bitterness over having been used, and his equation 
of sex with love indicate the naive, virgin-like 
quality still surrounding him.  Nightingale is excited 
by this quality and molests the young writer, who again 
allows himself to be abused. What Nightingale attempts 
to teach the writer is that sex is normal and even 
necessary in its narcotic quality, Its ability to soothe 
one's loneliness and to offer needed, albeit temporary, 
respite from the anguish of one's existencei "A single 
man needs visitors at night.  Necessary as bread, as 
blood in the body" (VC, p. 20). 
The loss of one's innocence, however, results in 
inevitable guilt, particularly for the writer, since he 
was reared in a female-centered world.  "Basic to the 
work of Tennessee Williams Is the confusion which re- 
sults from the represslveness of southern Calvanism 
with its flesh-denying pattern of Puritanism on the 
Romantic Cavaliers." "3 Again, Nightingale tries to 
alleviate the writer's guilt, remarking, "You're a 
victim of conventional teaching, which you'd better 
forget" (VC, p. 18).  As the play progresses, the 
writer becomes more comfortable with himself as a 
63 Leavltt, p. 1*4-. 
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sexual being, but he is periodically troubled by his in- 
born sense of values.  He admits, "I've noticed I do have 
some troublesome little scruples in my nature that may 
cause difficulties in my—negotiated—truce with—life. 
Oh, there's a price for things" (VC, p. ^3).  The price 
he pays for his scruples is the enormous sense of guilt 
fe feels when he has acted in a fashion contrary to his 
upbringing.  He gradually learns to overcome the guilt, 
a fact which his surrogate mother, Mrs. Wire, finds un- 
acceptable.  "There's a shockin' diff'rence between your 
looks an' manners when you arrived here an' now, mockin' 
me with that grin an' that shifty-eyed indifference, 
evidence you're settin' out on a future life of corrup- 
tion" (VC, p. 77).  The writer's response, "I didn't es- 
cape from one mother to look for another" (VC, p. 77)i 
indicates his refusal to allow anyone to impose addi- 
tional guilt feelings on him.  Prior to his leaving the 
Quarter with Sky, Jane and the writer play chess to- 
gether, and Jane allows him to choose colors.  The 
writer reveals an acceptance of his loss of innocence 
by selecting the color black and by singing, "Makes no 
difference how things break, I'll still get by somehow, 
I'm not sorry, cause it makes no difference now" (VC, 
p. 113).  His decision to act by his own instincts 
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rather than by his parents' values is a sure sign of 
his maturity. 
It is interesting that the writer himself never 
initiates sex? although he seems sensual, he remains 
passive.  The paratrooper and Nightingale both approach 
him, and Nightingale laments bitterly when the writer 
does not reciprocate, "You know, you're going to grow 
into a selfish, callous man.  Returning no visits, re- 
ciprocating no...caring" (VC, p. 50).  Even when 
physically attracted to another man, the writer does 
nothing more than look, "All right, I do admit I find 
him attractive, too, but I did not make a pass at him" 
(VC, p. ^9).  There are only hints that the relationship 
between the writer and Sky might Include sex, but we are 
certain that even then, Sky would be the aggressor. 
Williams admits that his archetypal artist "has to be 
a sensual person," 6^ but that he must never be rapa- 
cious.  Perhaps it is this very passivity that makes 
these artists so appealing, as we can feel the torment 
they face as they struggle with their own sensuality, 
trying to overcome their gullt-rldden consciences. 
Although he views sex as appealing, Williams' artist 
6k
  Brown, p. 285. 
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considers It as little more than a means of communica- 
tion and as a temporary narcotic needed to alleviate 
his own angulshi 
Williams• real poet Is an asexual wanderer like 
Hannah Jelkes in Iguana, who has learned to rise 
above the human condition and tolerate the awful 
solitude of the solitary imprisonment that is 
life.  In fact, Williams• most sincerely felt 
ideal is the homosexual poet, finding rare moments 
of love In a world that sees him as an anarchist 
and an outcast,  °5 
Williams' characters crave communication "obses- 
sively as a means of breaking out of the self and making 
contact with the other, of overcoming the aloneness that 
is the human condition and entering into a saving com- 
munion of shared humanity." "" Nightingale's desperate 
need for company prompts him to pick up men off the 
streets and to pay them for their companionship, while 
calling them "family" to Mrs. Wire.  Wire, always the 
stark proponent of truth, retorts, "If you had half the 
cousins you claim to have, you'd belong to the biggest 
family since Adam's" (VC, p. 12).  Sex as a method of 
communication provides a handy rationalization for the 
* Brown, p. 286. 
Thomas P. Adler, "The Dialogue of Incompletioni 
Language in Tennessee Williams' Later Plays," In 
Tennessee Williamsi A Collection of Critical Essays, 
ed, Stephen S. Stanton (Englewood Cliffs, N.J.i Pren- 
tlce-Hall, Inc., 197?)• p. ?6. 
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"guilty" participants. 
Although the character Sky appears only briefly 
in the play, his effect on the writer is great.  He, 
too, serves the function of teaching the writer about 
life and about sexuality, and he provides the writer 
with nore alternatives» the open road, adventure, ex- 
citement, and companionship versus enclosure, boredom, 
stagnation, and loneliness.  Sky's walking out on his 
upcoming marriage shows the writer that a person must 
not be a slave to other people's desires but must in- 
stead follow one's own inclinations.  The absence of 
guilt Sky feels over leaving his fiancee shows the 
writer not to feel pressured into doing what others 
expect of him.  Guilt only prevents a person from 
following his own desires.  Sky tells us his reason for 
walking outj "Suddenly I realized I wasn't ready to 
settle.  The girl, she had a passion for pink, but she 
extended it out of bounds in the love nest she'd picked 
out for us.  Pink, pink, pink.  So I cut out before day- 
break" (VC, pp. 70-71).  His fiancee remains nameless 
as he relates this story, Indicating perhaps that Sky 
feels all girls want to dominate their men—it was the 
girl, after all, who picked out their home; It was she 
who chose the color pink, a color showing her inslstance 
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that he become a part of her woman's world.  The color 
pink is In Itself a sexual color, but it is not redj it 
is not sexual enough. Sky rejects the limits placed 
upon his sexuality by this pink world. 
Sky's pink-dominated world is a direct parallel to 
the female-centered worlds the writer has been part of, 
both at home and at Mrs. Wire's.  The writer has run 
away from one only to find himself in another.  If he is 
indeed to escape a woman's world and all the strict, 
Puritanical values such an environment represents, he 
must, as Sky suggests, run away again.  This time, he 
must be content with living on the open road, constantly 
moving.  He must avoid settling down to anything perma- 
nent, for permanence indicates yet another female- 
dominated world. 
Sky's sexuality Is at first somewhat nebulous, but 
he metaphorically indicates that he is bl-sexualj he has 
walked out on a heterosexual relationship and finds a 
homosexual onei 
You see, I'm a fugitive from—from legal wedlock 
in Tampa, Florida, with the prettiest little bitsy 
piece of It you ever did see.  There, now, the 
ribbon's reversing, it slipped out of the slots 
like I slipped out of matrimony in Tampa" (VC, 
P. 69). 
Although he is referring to the typewriter ribbon, it 
100 
is Sky himself who draws the parallel between his own 
situation and the typewriter ribbon's.  Just as the 
ribbon is reversing, so too is Sky, a fugitive from the 
legal and accepted world of heterosexuality where one 
is allowed to get excited over "the prettiest little 
bltsy piece of it," and where one is then inevitably 
placed into "slots" of expected behavior.  A relation- 
ship with another man would not force him into a pink 
world and fit him Into slots.  Instead, he feels homo- 
sexuality could offer him the option to travel, to move 
constantly without being confined; he feels a male com- 
panion could provide him love and respite from his 
loneliness without forcing him to give up his freedom 
and independence.  The writer's situation is analogous 
to Sky's in that he cannot fit this kind of relationship 
into any "slot." 
Perhaps another metaphorical Indication that Sky is 
interested in a homosexual relationship with the writer 
is his name Itself.  Earlier, when the writer told 
Nightingale about his first homosexual encounter with 
the paratrooper, Nightingale responded, "Aha, a para- 
trooper dropped out of the sky for you, huh?" (VC, p. 22) 
Before the writer even meets Sky, the name on the knap- 
sack Sky left at Mrs, Wire's seems to have some 
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connection to the paratrooper story.  Early in the play, 
Mrs, Wire asked the writer about his future plans, and 
the writer responded that he had none.  She remarks, 
"That's a situation you'd better correct right quick" 
(VC, p. 22).  No sooner this is said than he trips over 
Sky's knapsack, a definite foreshadowing of where his 
future is heading.  When he moves the sack out of the 
way, he contemplates the name written on it, musing, "A 
name, Sky? Shines like a prediction" (VC, p. 22).  Just 
as the paratrooper "dropped out of the sky" for him, so 
too does this man Sky, metaphorically indicating that 
the writer's future will promise greater sexual poten- 
tial and that he will be as free and as open to possi- 
bilities as the sky. 
Oddly enough, both Nightingale and Sky, as well as 
the writer himself, seem to be somewhat sexless charac- 
ters, at the same time that they have sexual desires. 
Sometimes, their masculinity is not apparent, and they 
seem both male and female and yet neither male nor fe- 
male.  Their very names, Nightingale and Sky, are ambi- 
guous and seem to have some connection with nature and 
the divine.  Both are artistic people, Just like the 
writer, and perhaps Williams Is suggesting that we 
should not be so concerned with an artist's sexuality. 
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As he tells us In his Memoirs, "an artist's sexual pre- 
dlllctlons or deviations are not usually pertinent to 
the value of his work" (Mem., p. 1^2).  Perhaps, too, 
he tries to discount a stereotyped notion people have 
about artists, an attitude Tye expresses, "Faggots, 
they all do something artistic, all of 'em" (VC, p. 31). 
Williams shows us the sexual natures of his artists, 
both male and female (as Jane, too, Is an artist) in 
the play, but warns us against considering their sexu- 
ality as an approach to their work.  Their artistic na- 
tures, which transcend the levels of ordinary man, are 
divine, and their sexuality, a human trait, is secon- 
dary.  Instead of focusing on their sexuality as an 
end, we should view it in terms of how it transcends 
the human level to become divine.  Williams might be 
offering us a rationale for his sexual candor in this 
play. Although the play has been accused of being al- 
most pornographic in its frank treatment of sexuality, 
Williams implies that once the topic of sex is trans- 
posed into art, it is no longer vulgar and common. 
All other sexual scenes in the play are ones which 
the writer views rather than in which he participates, 
but all do affect his sense of self-identity and his 
development as an artist. Jane and Tye's relationship 
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dominates most of the second act, and It greatly affects 
him.  He befriends Jane, as he both likes her and em- 
pathizes with hen he remains aloof, however, from Tye, 
as he is at times offended by him and at other times, 
attracted to and aroused by him.  He lives in close 
proximity with this couple and "spies" on them almost 
against his will.  Jane and Tye's relationship seems to 
be a mixture of the crudely physical and the tenderly 
passionate.  Their relationship Is in a constant state 
of flux, as Jane struggles with her own conscience at 
having lowered her standards out of her desperate need 
for love and companionshipi 
I'm sure you've known for some time that I'm sharing 
my room with a young man, whose name is not Mr. 
Sparks, whose name is Tye McCool. And if that of- 
fends your moral scruples—well, sometimes. It of- 
fends mine, too...I've stopped thinking. Just let 
things happen to me" (VC, p. 10). 
It Is doubtful whether Jane truly likes Tye for any 
other reason than the companionship and sexual pleasures 
he offers her. She Is repulsed by his profession as a 
strip show barker, telling him, "Don't bring that strip 
show lewdness in here" (VC, p. 79) and begging him to get 
another, more respectable Job.  She Is offended by his 
vulgar language, pleading, "I'm not 'Babe' and not 
•ChickI "* (VC, p. 81) and by his crude behavior, chas- 
tising him at one point for stroking himself in front of 
10U 
the writer, "Was it good manners for you to stand in 
front of him rubbing your—groin the way you did?" (VC, 
p. 33)  She also despises him for his addiction to 
drugs.  Yet, she is willing to put up with all of his 
flaws in her desperate need for someone to be with, "Of 
course you pleasure me, Tye, I'd been alone so long..." 
(VC, p. 3^)»  Jane herself is a very sensual person, ad- 
mitting, "I've been betrayed by a—sensual streak in 
my nature.  Susceptibility to touch" (VC, p. 82).  She, 
too, however, seems to view sex in terms of what it 
does for her—not only does it provide pleasure, but it 
also eases the pain of loneliness, and it acts as a nar- 
cotic, dulling the anguish she feels, allowing her to 
escape temporarily from her problems.  She is painfully 
aware of the dangers of becoming a physical person. 
Wearing a silk robe herself and having bought one for 
Tye for his birthday, Jane comments, "Silk on silk Is— 
lovely—regardless of the danger" (VC, p. 3^). 
Sex overburdens Jane with guilt, forces her to 
flee from reality (in much the same way as Blanche in 
Streetcar), and causes her danger risking the pain of 
getting hurt by someone who apparently is using her In 
much the same way as the paratrooper had used the 
writer.  The climax of the second act and perhaps of 
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the play as a whole Is Tye's "rape" of Jane.  After Jane 
tells Tye their relationship Is over, "The bed bit Is 
finished between us.  You're moving out today" (VC, p. 
85), he throws her onto the bed and starts to undress 
her; "she resists; he prevails" (VC, p. 86) while she 
cries, "Plee-ase, I'm not a thing, I'm not-a-thlngl" 
(VC, p. 86).  The scene portrays a dramatic betrayal; 
Tye "rapes" her claiming to care for her, yet walks out 
on her shortly afterwards when she tells him she Is 
dying of leukemia.  The writer overhears this rape 
scene and Is paralyzed by it, claiming, "I never heard 
sounds like that" (VC, p. R6).  Although he was tech- 
nically "raped" twice himself, he passively acquiesced, 
and he did not feel betrayed.  Jane's rape is particu- 
larly upsetting as she had struggled with her conscience 
prior to terminating the relationship with Tye, and had 
been determined to gain back her sense of dignity only 
to have It stripped away from her. 
Tye is a fascinating character in terms of his 
sexualityj he Is an active and at times charming hetero- 
sexual man who works in a strip Joint inhabited by both 
men and women.  Knowing full well how attractive his 
body is to people, he uses his sexuality to his advan- 
tage.  When in need of a place to stay, he makes a pass 
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at Jane who allows him to stay with her almost rent-free 
(Tye has paid one-half of one month*s rent only once). 
When hungry one night, he allows another man to use him 
sexually, telling the man, "It's gonna cost you more 
than supper..." (VC, p. 32).  The last two times he had 
been approached by men, once by a drunk in an alley and 
once by Nightingale who mistook him for the writer, 
Tye's response is, "No goddam faggot messes with me, 
never I  For less'n a hundred dollars" (VC, p. ^5).  Tye 
Is quite willing to be bl-sexual, but only If he can 
profit from it In some way. Jane reproaches him for 
this, saying, "with you, everything has a price" (VC, 
p. ^6).  A great deal of emphasis is placed on Tye's 
youth, and it is obvious that Tye's survival depends on 
maintaining this youth and his sensual, child-like skin. 
Tye himself is aware of time's passage and drinks and 
takes drugs to escape this painful knowledge.  He even 
admits at one point that he too considers sex as Just 
another "narcotic," dulling his vision of reality, 
"Please come back to bed.  I need comfort, not coffee" 
(VC, p. 81). 
What do Jane and Tye teach the writer? They teach 
him that sex Is never an end in Itself, but a means to 
accomplishing something else, whether It be escape from 
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reality or a method of overcoming loneliness or a means 
of communication.  They also show him that the guilt re- 
sulting from sex can only be destructive.  They teach 
him the dangers and risks Involved when one expects com- 
mitment and love from his sexual partnerj "betrayal is 
too painful a price to pay for naive expectations.  The 
writer ultimately learns that "you have to protect your 
heart" (VC, p. 50). 
The other minor characters, such as the paratrooper, 
the photographer and his nude models, the men who make 
passes at Tye, the Brazilian businessman who mistook 
Jane for a prostitute, all help to reinforce the lessons 
Nightingale, Jane, and Tye teach the writer about sex. 
They also help to Introduce him to the vulgar and per- 
verted world of the streets, a world in which sex is 
viewed as an end In Itself, a world which opposes all 
the values he had been brought up with, providing him 
with yet another alternative.  His decision to leave the 
Vieux Carre" is not primarily based on sex, as he has 
learned above all that sex should only be a secondary 
concern.  The writer realizes Its shortcomings and acts 
accordingly, opting for a world of creativity and adven- 
ture.  If sex becomes a part of that world, he will view 
It as only a temporary palliative rather than as 
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something which will control and stagnate his life. 
Vieux Carre is one of the few Williams plays which 
might work better if it is read rather than if it is 
seen; the coarse dialogue and the frank sexuality can, 
when seen, deter from Williams• message.  Although 
Streetcar deals with many of the same sexual issues, its 
success is dependent upon its effect upon the audience. 
Adversely, Vieux Carre's flaw lies in its effect upon 
the audience. Streetcar enchants its audience by 
treating sexual Issues metaphorically.  In Vieux Carre, 
the metaphor is at times stripped away; the sex Is 
unmasked.  If the play is rejected, it is due to this 
explicit treatment of sex which some audiences regard as 
nearly pornographic.  Many audiences prefer sex on stage 
to be alluded to, not shown as openly as It Is here. 
Perhaps Williams attempts to do something that cannot 
be done on stage.  Perhaps the metaphor and the lyrical 
quality surrounding sex in his other plays make it less 
objectionable to view.  It Is apparent that Williams' 
protagonist needs to see this candid level of sex before 
he Is able to understand his own sexual selfj yet, Wil- 
liams1 success as a playwright has been largely due to 
metaphorical and lyrical treatment of material.  When 
this element if lacking, his truths seem too harsh and 
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too pronounced. The metaphor makes the sordid elements 
of life easier to take, as It masks the crudity and the 
brutality surrounding us. 
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CHAPTER FIVE 
THE GRAND DESIGNi METAPHOR AND STAGING IN VIEUX CARRE 
Tennessee Williams Is a metaphorical playwright, 
his plays unfolding like poems.  When Williams sets out 
to write a play, he creates a grand design, Incor- 
porating every stage device he can to produce a total 
effect.  He fuses all elements of the staget light, 
color, sound, music, both verbal and visual symbols, 
movement, and space together to weave an elaborate 
fabric for his plays.  "Williams' voice is the most dis- 
tinctively poetic, the most ldeosyncratlcally moving, 
and at the same time, the most firmly dramatic to have 
come the American theatre's way—ever." 6'  Perhaps 
Williams' most outstanding talent Is his uncanny 
ability to see the world and life around him in terms of 
metaphor.  He expresses ideas and themes, presents in- 
sights Into characters, advances plot, and interprets 
experiences through metaphor and symbol.  The majority 
of scholars agree that Williams' most significant 
7
 Walter Kerr, "A Touch of the Poet Isn't Enough 
to Sustain Williams' Latest Play," New York Times, 
May 22, 197? (section 2), p. 2. 
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contribution to the American theatre has been his 
utilization of a wide range of various theatrical 
and literary techniques (which convey underlying 
human feelings that traditional, realistic drama 
could not present) to universalize what on the 
surface seemed to be uniquely individual situa- 
tions. By combining impressionistic and expres- 
slonistlc staging devices with the naturalist's 
keen observations and the realist's objectivity in 
handling his materials, Williams has created a new 
poetic drama in the United States. 68 
Williams consciously selects artists of some sort 
as protagonists for many of his plays, artists who will, 
like he, view things metaphorically and tell well-inte- 
grated, well-designed stories. An artist's mind is 
openi it constantly grows, learns, and creates.  The 
artist examines the significance of things, always 
questioning, analyzing, and contemplating how each event 
and each person he encounters relates to the grand 
scheme or purpose of things.  Most Importantly, his ef- 
fort to bring meaning to his experiences Inevitably 
leads to an Increased understanding of his own selfhood. 
Williams' artist never withdraws from his world In the 
face of his problems; thus, even If the artist Is de- 
feated by his problems, he still gains our admiration 
and respect. 
68 
S. Alan Chesler, "Tennessee Williamsi Reassess- 
ment and Assessment," In Tennessee Williamsi A Tribute, 
ed. Jac Tharpe (Jacksoni University of Mississippi 
Press, 1977), p. 878. 
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The artist never appears in the Ivory tower, but 
Is instead tested in the crucible of reality of the 
play...a reality which, with its brutality and 
cruelty, and despite its strangeness and grotesque- 
ness, Is created carefully enough that it is ac- 
ceptable and believable to the audience.  The re- 
sult Is standard dramatic conflict with strong 
social content.  °9 
Perhaps Williams is suggesting that modern man can 
survive In a difficult world In which both beauty and 
horror aboundj we must accept the fact that both exist 
and learn how to deal with them. We, like the artist, 
must learn to create our own beauty. 
Vleux Carre Is a play tracing the development of 
an artist's consciousness.  The protagonist, a writer, 
Journeys toward an increased understanding of the world 
around him and of his role in It, using the device of a 
memory play to give stasis to the many chaotic events 
which have shaped his character.  As the events stand 
still before him, he is able to examine them and gain 
insight into his identity.  The play records the search 
for principles of a rather naive twenty-eight year old 
writer, narrated by an older, more resigned man who 
wants to look carefully at his past In order to under- 
stand its import and to grasp his future with Increased 
69 George Niessen, "The Artist Against the Reality 
in the Plays of Tennessee Williams," In Tennessee Wil- 
liams i A Tribute, ed. Jac Tharpe (Jacksoni University 
of Mississippi Press, 1977), p. b6k. 
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awareness and confidence.  The very structure of the 
play initates the writer's mind itself, particularly 
in the tight, enclosed frame, the usually dark stage, 
the distorted and often over-sentimentalized characters, 
the many standard dream symbols, the rapidly shifting 
focuses of attention, the hazy perception.  The writer 
paints his story as if using a large canvas, cognizant 
of how every detail affects his creation.  He organizes 
the play around a conscious effort to pattern, to inte- 
grate the abundance of details of his past.  Many re- 
called characters and events crowd his canvas, and yet 
the play itself is quite short.  This complex staging 
suggests the artist's mind was continually bombarded 
with so many factors, options, and alternatives, all 
shaping his character, 
A basic irony suffuses the play as the stage di- 
rections at the beginning indicate that this boarding 
house, a dead end for so many artists, now has been 
transformed into an art gallery.  The present function 
of this edifice serves as a faint but constant reminder 
that the true subject of the play is art, and that 
everything occurring should be seen through the vortex 
of the writer's consciousness.  The building In the 
writer's past represents stagnation, but the writer's 
11^ 
stay there was necessary for his development as an 
artist.  Only after facing stagnation does the writer 
rise above it? only after adjusting to and accepting the 
negative, sordid, and ugly elements of life can he 
create his own beauty through art.  The artistes works, 
then, are in large part an attempt to "reach for the 
unobtainable and often fashion an idealistic fiction to 
70 
replace a frustrating reality." '       It is Interesting 
that the stagnating artists in the play are the ones 
who cannot overcome their illusions and reconcile the 
horrors of truth with the beauty of illusion.  Nightin- 
gale believes Illusion sells art, clalmingi 
I've done good painting, serious work.  But I got 
to live...So, I make it, temporarily, as a quick 
sketch artist.  I flatter old bitches by making 
•em ten pounds lighter and ten years younger and 
with some touches of—humanity in their eyes that 
God forgot to put there, or they've decided to 
dispense wlth...(VC, p. 22). 
The writer, however, steadily learns to face and recon- 
cile himself to truth, and he decides to give his 
readers truth as well in the form of art.  Only once 
he makes this decision can he leave this dead end and 
achieve some measure of success. 
Vleux Carre Is a play about poetic vision and 
70
 Nlessen, p. ^63. 
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attempts to realize It.  In some respects, the writer 
seems to be Just a pair of eyes with a typewriter, ob- 
serving and recordingj yet, on the other hand, he Is a 
fully-developed character, trying to learn from the 
world around him and to integrate the Information he 
perceives.  He turns his eye of vision inward upon him- 
self, but also "spies" on the others, focusing in on the 
truths they try to negate.  Oddly enough, the vision in 
the writer's left eye is clouded by a cataract; yet, 
ironically, he "sees" and perceives truth better than 
any of the other characters whose vision is clear.  He 
even "sees" more than Mrs. Wire, another proponent of 
truth, who constantly keeps "watch on the comings and 
goings at night of tenants" (VC, p. 11) in her boarding 
house.  Wire, however, is not an artist, and views 
things rigidly, seeing only surface meanings, never 
transcending appearances.  The writer, although naive, 
remains objective and examines all points of view, 
questioning and contemplating all levels of meaning. 
The writer's left eye, despite its cataract, Is lighter 
than the other.  Just as the other characters shrink 
from harsh light in the play, they fear and avoid the 
harsh scrutiny of the writer's lighter, more perceptive 
eye of truth. 
It would seem that a play about vision would 
116 
inevitably occur on a well-lit stage, but Williams 
manipulates light and dark in a complex fashion.  The ma- 
jor action occurs on a dimly-lit stage, suggesting that 
"the stage is as dim as the participants' lives." 71 
Williams insists that lighting be more than Just a sim- 
ple illumination of stage.  He uses lighting and the ab- 
sence of lighting to add emotional emphasis, to set the 
proper mood, to aid In delineating character, to heighten 
emotional truths of scenes, and to serve purely as meta- 
phor.  The coupling of a mostly dark stage with standard, 
largely sexual, dream symbols reflects the nightmarish 
quality of the play.  For most of the characters, night 
and dark are comforting; each cowers from any harsh glare 
of light.  Each of the bedrooms of the major characters 
Is obscurely lit, but none of the characters complain, 
prefering the comfort of darkness.  Even the hallway 
leading to their bedrooms contains no light bulb, but 
again, no one complains.  Only Krs. Wire, the representa- 
tive of glaring and biting truth, prefers bright light, 
as her kitchen, always well-lit, and her flashlight with 
its bright beam, indicate.  The other characters prefer 
only soft, delicate lights.  The writer's bedroom Is lit 
71
 Tlschler, Rebellious Puritan, p. 103. 
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only by a faint glow In his alcove window and occa- 
sionally by candlelight, but rarely does he have or 
want matches.  Jane, too, prefers the dark.  Her lumi- 
nous watch dial provides a minimal amount of light In 
much the same way as she chooses to face a minimal 
amount of truth.  The only character able to face the 
light and deal with reality at the end of the play Is 
the writer.  Williams suggests that the writer has to 
face the dark before he Is able to find the light, and 
that Sky (both the character Sky and the metaphor for 
the open road, a life of freedom) helps him to find the 
light. 
Williams' manipulation of lighting, along with 
other clever dramaturgical devices, also helps to sug- 
gest the writer's mythic descent Into the underworld. 
The darkness, the fact that the play begins at midnight, 
the bats like "damned souls out of a graveyard" (VC, p. 
5) which frequent the courtyard outside the boarding 
house, the ghost-like qualities of the characters, the 
excessive number of characters facing certain death, 
and the appearances of the angel—all advance the motif 
of the classic underworld descent.  The writer's 
journey to New Orleans is literally a "descent" into 
a city itself below sea level.  Wire is repeatedly 
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described as a "vritch" and as the "guardian of hell," 
and the play, of course, begins at midnight, the witch's 
hour.  Hellish images of burning dominate the playi Wire 
burns Nightingale's effects, characters are constantly 
lighting and burning cigarettes, the two old crones burn 
their mouths on the hot stew, and the demonic Wire burns 
the photographer with boiling waterj contemporary life 
Itself Is a kind of hell that one must reconcile himself 
to and rise above.  The literary mythic descent often is 
used to put the main character face-to-face with his own 
consciousness.  If he can handle what he sees, he can 
emerge from this hell with a new awareness.  Most of 
Williams1 characters are trapped and defeated here, 
however.  The character Sky, then, becomes an Orpheus 
figure, offering the writer the chance to see the sky, 
the chance to rise to the world above ground again.  As 
Sky plays his clarinet, he beckons to and leads the 
writer out of this underworld on the condition that he 
does not look back.  Years later, when the older writer 
Journeys back Into his past, he Is able to emerge with 
a whole image of who he was and what his role now is 
in the total scheme of life. Again, It is the memory 
of Sky's music and of the sky itself that lifts him out 
his Journey into darkness. 
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Williams saturates his plays with symbolism, and 
even though Vleux Carre seems less metaphorical than his 
others due to Its stark, realistic portrayal of human 
situations and Its coarse dialogue, It transforms Its 
subjective vision Into many concrete symbols.  Williams 
himself wrote In his preface to Catnlno Real, "I say that 
72 
symbols are nothing but the natural speech of drama." 
Williams believes that "much of the significant content 
of drama is supraratlonal in nature, and, in consequence, 
extra-verbal in form." '*     The play operates on two 
distinct levels, dramatic and symbolic.  On the dramatic 
level, Williams portrays a credible situation, while 
simultaneously, "he weaves through his plot the level 
of allusion that significantly extends through sym- 
7k bollsm,   the play's meaning."   '     It is   through this 
symbolic level that Vleux Carre transcends the poignant 
personal drama of the characters in the boarding house 
and attains some universality. 
72 Tennessee Williams, Camlno Real (Norfolk, Conn.i 
New Directions, 1953)• p. x. 
'J  Jackson, p. 89. 
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  Chesler, p. 352. 
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Although real human beings with credible problems, 
the characters themselves take on symbolic roles In the 
play.  Williams "renders fascinating Individuals who at 
the same time have abstract representational values." ?5 
The characters' names themselves point to their func- 
tions in the play and underscore their personalities. 
Mrs. Wire is indeed a "live wire" in her eccentricities, 
as weil as an "electric wire" shining the harsh glare of 
light, her hated flashlight, onto her tenants at whim. 
Her name also reveals her function as a "wire," a uni- 
fying thread Interlocking and connecting the characters 
of the boarding house.  Jane's first name Indicates she 
is a plain girl who wants to lead a nondescript, or- 
dinary, and respectable life, but her surname "Sparks" 
reveals her sensuality which betrays her intentions. 
Jane seeks commitment or ties and takes on Tye (tie?) 
McCool as her lover.  Tye's surname is a complex one. 
On one hand, it appears to be paradoxical, as he ignites 
"sparks" of passion in Jane yet remains impasslonate and 
cool himself despite his seeming sensuality as a strip 
show barker.  He satisfies other people with his 
physlcallty, yet views sex as a comfort, not as a 
?5 chesler, p. 879. 
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passion.  He Is Irish, but certainly does not conform 
to the hard-working, religious stereotype of a proper 
Irishman.  *?ightingale is a character who prefers night 
and its Illusions to day.  The name of a sweet-singing 
bird contrasts dramatically with his hoarse singing and 
fiendish, racking cough.  His name suggests that his 
dreams of being an artist of  merit (a sweet singer) are 
unrealistic.  The two names, Maude and Carrie, sound 
like "maid" and "care," underscoring how the two poor 
and starving women are forced to take care of one 
another in order to survive.  Their names also highlight 
their pathetic situationsi they are "mad" from hunger 
and are like "carrion," deteriorating and dying.  The 
similarity In sounds of the names Sky and Tye point to 
a marked difference in their functionsi Sky provides 
the alternative of love without commitment, of freedom, 
and of .independence.  The writer finds hope for success 
in Sky and in a responsibility-free life.  Jane, who 
searches for ties with Tye, is only disappointed and 
rejected.  The writer is the only nameless character, 
and his label emphasizes his role as a developing 
writer, a pliable character still being shaped by those 
people and occurences around him, a symbol of the 
permeability of the artistic consciousness. 
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Williams' plays are elaborately orchestrated works 
of sound, with Intricate patterns and blending of songs, 
music, voices, cries, and noises.  "The use of symbolist 
atmosphere and music accompaniment provides stimulating 
contrasts to the realism of his characterization and 
76 dialogue."    Music primarily intensifies the mood of 
a Williams play, but It also lends a poetic, lyrical 
aspect and can aid In character development.  Lush 
musical effects Inundate Vleux Carre; the steady sound 
of the nocturnal "bl\ies piano" sets the mood of the 
play.  The "blues" music emphasizes the melancholy 
dominating the characters' lives and also, with the 
music's sensually throbbing rhythm and its moaning 
lyrics, underscores the ever-present sexuality of the 
city.  The blues piano can be heard during every sexual 
and emotionally poignant scene of the play, and the 
lyrics of the songs often poeticize the action on 
stage.  The black singer-pianist's voice croons such 
then-popular tunes as "Kentucky Baby," "Bye, Bye Blues," 
"Paper Doll," and "Seems Like Old Times." During Tye's 
rape of Jane, the black man's voice infiltrates the 
room with "Fly-awayI Sweet Kentucky baby,,," (VC, p, 86), 
7
° Tlschler, Rebellious Puritan, p. 295. 
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making the rape seem even more tragic as Tye violently 
thwarts Jane's decision to "fly away" and leave.  Before 
the rape, the song lyrics heard were, "I've stayed 
around this town too long," but after the rape, the 
lyrics change to "3ye, bye bluesj don't cry blues..." 
(VC, p. 96), and then to "Seems Like Old Times."  The 
lyrics to these songs influence the writer, as they 
foreshadow the direction he must take. He must "fly 
away" and say good-bye to the blues as he has "played 
this town too long." He must part from the blue sky of 
Mew Orleans to pursue a wilder, more colorful, and more 
open expanse, leaving behind the melancholy, depression, 
and stagnation of the New Orleans Quarter.  When he 
finally decides to leave, he pays tribute to the music 
which has helped to show him the correct course of ac- 
tion by choosing the color black when he plays a final 
game of chess with Janei "Black.  In honor of the 
musician around the corner" (VC, p. 113).  Jane too 
recognizes this prophecy, agreeing, "He's playing some- 
thing appropriate to the occasion as if I'd phoned a 
request" (VC, p. 113).  For the first time in the play, 
the writer sings, Joining in the black musician's lyrics, 
"Makes no difference how things break, I'll still get by 
somehow.  I'm not sorry, cause it makes no difference 
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now" (VC, p. 113).  The blues music fades away as Sky's 
clarinet sounds for the writer, the sweet notes 
beckoning him to leave. 
Williams Is most effective when he combines music 
with other sound effects in order to reveal personalities 
and themes. Jane's wild cries during the rape scene 
contrast dramatically with the "Kentucky Baby" lyrics 
and the music's sensuality.  The writer and Mrs. Wire 
perceive the cries differently, the writer recognizing 
only the horror and pain of the cries and Wire hearing 
only the usual cries of the animal sexuality she ex- 
pects in this environment.  The final scene employs a 
large variety of sounds to propheclze the writer's 
future. As he opens the door to leave the boarding 
house and to Join Sky, he Is greeted "by a cacaphony 
of soundt the waiting storm of his future—mechanical 
racking cries of pain and pleasure, snatches of song" 
(VC, p. 116).  The sounds abate as the "urgent call of 
the clarinet" predominates, and the final sound is the 
positive, optimistic tune of the clarinet, revealing 
the writer's suppression of fears and his hope for a 
better future.  The final scene appears on-stage as an 
Impressionistic painting accompanied by an Impressionis- 
tic tune, combining to evoke subjective and sensory 
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suggestions of mood.  Dim shafts of light touch each 
character of the play, as each stands in a tableau-like, 
characteristic position.  As the cacaphony begins to 
dissipate, so too do the characters begin to disappear, 
until an empty stage appears before us, quiet except for 
the sound of the clarinet. 
Williams also exhibits a command of dialogue which 
simultaneously serves the function of plot progres- 
sion, revelation of character, and thematic and 
symbolic patterns.  Although they are functional, 
the lines of Williams' dialogue sound natural and 
appropriate to the characters who deliver them—a 
fact which testifies to the playwright's careful 
attention to nuances of speech. 77 
Each character in the play has his own aural motif, his 
own level of diction,  Tye's speech is perhaps the 
lowest level of diction we hear, the bawdiest, the most 
offensive.  Only once does he break this pattern of 
speech by singing along with the black musician, but 
Jane finds the singing hypocritical and orders him to 
stop.  Many of the characters' speaking and singing 
voices reveal the contradictions between their illusions 
and reality in their lives.  Jane uses "classy lang- 
wldge" (VC, p. 31)» to portray her past life of 
respectability, but she gradually finds the coarse and 
77
 Chesler, p. 880. 
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bawdy dialogue of the Vieux Carre interfusing her 
speech, particularly after the rape has stripped away 
much of her pretense of grandeur. Wire, too, speaks 
in high-flown terras as she tries to convince herself 
that the Quarter is better than It is.  Her piercing 
cry when facing the truth and her bizarre, half-crazed 
lullaby, however, expose her progressive insanity. 
Mary Maude and Miss Carrie's speech is analogous to 
their eating habits—although preferring "steak dlane" 
and the "chicken bonne femme," they eat garbage stolen 
out of garbage pails.  Trying to act feminine and 
sophisticated, they are reduced to tragic poverty and 
disillusionment.  Even as they prattle on about their 
prominent friends and Cadillac aspirations, bizarre, 
delicate, evanescent music creeps in to reveal how 
transitory their illusions are.  Nightingale's speech 
and singing betray the truths he tries to negate, as 
his "soft and Intimate voice" (VC, p. 17) is often 
Interspersed with hoarse singing and with spasmodic 
hacking and the spitting up of bloody phlegm, symbols 
of the slow loss of vital fluids and of his approaching 
death. 
All of the characters trapped here facing dead 
ends serve as foils for the writer.  Their speech 
12? 
reveals their unsuccessful efforts to sustain their 
fantasies, whereas the writer does want to encounter 
and reconcile himself to truth. Sky's speech Is the 
most pleasant, the most honest, and the most poetic of 
any of the play's characters.  Like the writer, he, too, 
Is a gentle dreamer, but he has faced the truth about 
himself and has dispensed with illusions.  His speech 
reflects sincerity and optimism.  As the play progresses, 
the writer's successful future Is foreshadowed by his 
more relaxed and confident speech.  Initially mono- 
syllabic, as the play progresses, he becomes more 
prolific both as a speaker and as a writer.  The Juxta- 
posing of Sky's and the writer's cheery, casual con- 
versation with the violent altercation between Mrs. Wire 
and Nightingale outside the writer's room suggests the 
writer's need to leave this environment and to rise 
above the degradation and violence prevalent here. 
Although the Quarter is supposed to be a tourist 
attraction of some distinction and beauty, the under- 
lying terrors and perversions are revealed through 
symbols.  Although the lovely azalea bushes are in full 
bloom outside, the most vivid tree among them is the 
banana tree inhabited by bats.  The black bats against 
the vivid yellow bananas block the light and pollute the 
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environment, closely paralleling the lives of the in- 
habitants of the Quarter.  The banana tree loons tall as 
a phallic symbol, both sexual and frightening—crude 
sexuality is the norm here rather than tender love. 
When Jane opens her window for fresh air, a squadron of 
flying cockroaches enters.  Although a somewhat comic 
image, it, too, suggests the decadence and horror of the 
Quarter's lifestyle, which the inhabitants quickly learn 
to adapt toi "Oh, I've learned to live reluctantly with 
the ordinary pedestrian kind of cockroach, but to have 
one fly directly into my face almost gave me convul- 
sions" (VC, p. 10).  This speech indicates that the 
residents here do adapt to the subversion of their 
environment, but unwillingly.  The tourists to the 
Garden District of the Vleux Carr6 seem bored with the 
more beautiful elements here; they pick the flowering 
azaleas off the bushes.  They are not Interested in 
the flowers at all, but prefer to see the degradation 
here, and act ecstatic seeing what they think is a 
whore.  Their airs as aristocratic tourists are further 
exposed as farce when Nursle tells them to stop de- 
flowering the azalea bushes and they call her an "im- 
pudent ole nigger" (VC, p. 77).  As in many of his 
plays, the Imagery of Vleux Carre reveals the true 
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nature of the South, exposing the decay underlying the 
aristocratic facade of the Southern setting and its 
people. 
Williams' well-designed play Integrates a panorama 
of other sensory effects to add to the impact and inten- 
sity of mood of Vleux Carr£.  The various odors described 
reflect the contrasting aspects of the Quarter.  We can 
almost smell sweet azaleas, ripe bananas, chicory, 
cigarette smoke, and mildewy dampness.  In his poem 
"Mornings on Bourbon Street," Williams evaluates this 
odd combination of smellsi "He thought of the rotten- 
sweet odor the Old Quarter had,/ so much like a warning 
of what he would have to learn" (11. 13-1*0. 7      Wil- 
liams also manipulates color and shade to reveal the 
contrast between the characters' Intentions and their 
actual circumstances as well as to suggest their sexual 
stances,  Jane's chessboard is mother-of-pearl and 
ebony, and her games of solitaire find her as touched 
with white and black as her opponent, although she does 
admit, "I choose sides, you see, although I play for 
both" (VC, p. 29).  Later, as her world collapses 
around her, she loses interest in perpetuating the 
78 
Tennessee Williams, In the Winter of Cities 
(New Yorki New Directions, 19o"4), p. 111. 
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Illusion of Innocence any longer and allows the writer 
to choose his color first.  Sky's bizarre, multi- 
colored knapsack Is a major symbol which foreshadows the 
writer's future.  The knapsack sits in a corner of the 
kitchen throughout the play, virtually ignored.  Its 
many colors suggest the various alternatives open to the 
writer if he is willing to pack up and leave.  Sky him- 
self has left a pink world to pursue a multi-colored 
one.  The writer, also wearing a shade of pink in his 
own faded red shirt, must also leave his reddish-pink 
female-dominated world to find happiness, adventure, and 
success. 
Movement is also a key factor in the play, as char- 
acters move on and off stage, up and down stairs, and in 
and out of the view of the writer.  The action of the 
play is compressed, emphasizing the lack of privacy and 
the claustrophobia resulting from living in tight, 
cramped spaces.  Such an environment cages the charac- 
ters like animals, so any violent or sexually aggressive 
behavior here Is understandable.  Tensions are particu- 
larly strained as all the characters Justifiably feel 
that their landlady Is scrutinizing their every move. 
It is hard, then, for these characters to sustain their 
illusions of health and Innocence when their close 
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proximity to others betrays their debilitating ill- 
nesses and sexual fevers.  Although this physical close- 
ness to the other characters gives the writer an abun- 
dance of subject matter to write about, he must remove 
himself from this environment in order to integrate all 
these events and to understand their Import.  Frequently, 
he takes long, solitary walks in an effort to gain per- 
spective and objectivity, but he needs a more lasting 
separation, which he can accomplish only by leaving the 
Quarter and by letting time and^jnaturlty assist him. 
Changes In up and down movement are significant} they 
emphasize the stairs in the play, which could lead the 
writer out of this entrapment.  The writer, Jane, Tye, 
and Nightingale all have attic bedrooms, where they nur- 
ture their lofty aspirations, yet only the writer is 
able to descend the stairs out of the house to dispense 
with his Illusions and to enter into and face the real 
world again.  The movement on and off stage by the char- 
acters is almost rhythmici no one character, except for 
the writer, dominates the stage. Again, the Juxtaposing 
of characters and their constant appearances and disap- 
pearances underscore their effect on the writer.  Each 
affects him equally. 
Other imagery surrounding the play's ending 
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promises a brighter future for the writer.  Mrs, Wire 
has called the Vieux Carre the "new Babylon destroyed by 
evil" (VC, p. 59), and the writers leaving this immoral 
place of captivity or exile is a step toward asserting a 
more positive freedom.  The play's time factor also is 
significant} the writer's stay begins in winter, as he 
faces a dead end, and terminates in spring, as he hopes 
for a new life and an aspiring career.  His last day In 
the Vieux Carre is Sunday, again promising a resurrec- 
tion from the stagnation and degradation here.  His 
movement West also signals his own optimism and hope, 
while his movement toward the clarinet and away from the 
cries of pain and pleasure symbolize his progress away 
from dependencies and toward the higher calling of art. 
Vieux Carry's ending is more optimistic than that 
found in other Williams plays.  Here, we see a typical 
Williams artist untyplcally undefeated by life.  He is 
one of the few artists in Williams who gains a vision of 
the world around him, sees the perversion existing in 
it, and still adapts to it while maintaining his sanity. 
Although the play is somewhat flawed and has not aroused 
much critical attention, it is Indeed a poignant, con- 
vincing, and at times comic portrait of an artist 
growing up, and it is certainly worthy of further close 
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critical attention. 
Williams' poetic structuring of the play, his 
creation of memorable characters, and his candid treat- 
ment of topical material make Vleux Carre consistent 
with the calibre of other Williams work.  The play 
shows that Williams still addresses himself to relevant 
and major concerns of our time, and reflects "his 
ability to translate profound meanings into simple and 
effective theatrical language." ?9 vieux Carre*, like 
his other plays, appeals directly to basic human emo- 
tions, while employing expresslonlstic, symbolic, and 
poetic techniques to create a grand design to dramatize 
modern man's concerns. 
79 Jackson, p. xvl. 
13** 
BIBLIOGRAPHY 
Adler, Thomas P.  "The Dialogue of Incompletloni Lan- 
guage in Tennessee Williams' Later Plays."  In 
Tennessee Williamst A Collection of Critical Essays. 
Ed. Stephen S. Stanton"  EnglewoocTciiffs, N.J.i 
Prentice-Hall, Inc., 1977. pp. 76-77. 
Barnes, Clive.  "Stagei Vleux Carre by Williams is 
Haunting." New York Times, Hay 12, 1977• Sec. 3, 
p. 22. 
Brown, Cecil.  "Interview with Tennessee Williams," Par- 
tisan Review, ^5, 2nd quarterly ed. (1978), pp. 276- 
3o37~ 
Chesler, S. Alan. "Tennessee Williamst Reassessment and 
Assessment."  In Tennessee Williams 1 A Tribute. 
Ed. Jac Tharpe.  Jacksom University of Mississippi 
Press, 1977, PP. 848-80. 
Clurman, Harold.  "Theatre." Nation, Hay 28, 1977, p. 
669. 
Falk, Slgni.  Tennessee Williams.  2nd ed.  Boston: 
Twayne Publishers, 1978. 
Free, William.  "Williams in the Seventies 1 Directions 
and Discontents."  In Tennessee Williamst A Tri- 
bute.  Ed. Jac Tharpe.  Jackson1 University of 
Mississippi Press, 1977, pp. 815-28. 
Gill, Brendan.  "Consolations of Memory." New Yorker, 
May 23, 1977, p. 83. 
Hughes, Catherine.  "The Dilemma of Tennessee Williams." 
America, June 4, 1977, p. 506. 
 . "Tennessee Williams 1 What's Left?" America, 
Jan. 10, 1976, pp. 10-11. 
135 
Kalem, T. E.  "Down and Out In New Orleans."  Time, 
May 23, 1977, p. 108. 
Kerr, Walter.  "A Touch of the Poet Isn't Enough to 
Sustain Williams' Latest Play."  New York Times, 
May 22, 1977» Sec. 2, p. 2. 
Jackson, Esther Merle.  The Broken World of Tennessee 
Williams.  Madisont University of Wisconsin 
Press, 1965. 
Leavltt, Richard P., ed.  The World of Tennessee Wil- 
liams.  Canada1 Longman Canada LtdTT 1978• 
Niessen, George.  "The Artist against the Reality in the 
Plays of Tennessee Williams."  In Tennessee Wil- 
liams t A Tribute.  Ed. Jac Tharpe.  Jacksont Uni- 
versity of Mississippi Press, 19771 PP. ^63-93. 
Richardson, Thomas J.  "The City of Day and the City of 
Night." In Tennessee Williamst  A Tribute. Jack- 
sont University of Mississippi Press, 1977, pp. 
631-46. 
Sklepowich, Edward A.  "In Pursuit of the Lyric Quarry* 
The Image of the Homosexual in Tennessee Williams' 
Prose Fiction."  In Tennessee Williams 1 A Tribute. 
Ed. Jac Tharpe.  Jacksont University of Mississippi 
Press, 1977, PP. 525-^3. 
Tischler, Nancy M.  "The Distorted Mlrrort Tennessee 
Williams' Self-Portraits."  In Tennessee Williams 1 
A Collection of Critical Essays"  Ed, Stephen S. 
Stanton.  EngTewood Cliffs, N.J.i Prentice-Hall, 
Inc., 1977, pp. 158-70. 
 .  Tennessee Williams 1   Rebellious Puritan. 
New York1 The Citadel Press, 1961. 
Vidal, Gore.  "Selected Memories of the Glorious Bird 
and the Golden Age." The New York Review of Books, 
February 5» 1976, pp."13-157 
Weales, Gerald.  "Achievement in the Sixties." In 
Tennessee Williams 1 A Collection of Critical Essays. 
Ed. Stephen S. Stanton"  EngTewood Cliffs, N.J.i 
Prentice-Hall, Inc., 1977i pp. 61-70. 
136 
 .  Tennessee Williams.  Minnesotai University 
of Minnesota Press"! 1965. 
Williams, Tennessee,  Camlno Real,  Norfolk, Conn.i New 
Directions, 1953. 
 .  Cat on a Hot Tin Roof.  Mew Yorkt Signet 
Books, 1976, 
 ,  Four Plays.  New York: New Directions, 1976. 
 ,  The Glass Menagerie.  New Yorki New Direc- 
tions, 19^5. 
 .  "I am Widely Regarded as the Ghost of a 
Writer." • New York Times, Nay 3, 1977, Sec. 2, p. 3. 
 ,  in the Winter of Cities.  New Yorkt New 
Directions, 196^ 
Memoirs.  Garden City, New Yorki Doubleday 
and Co., 1975. 
One Arm and Other Stories.  New Yorki New 
Directions, 1967, 
Three by Tennessee.  New Yorki Signet Books, 
1976. 
 ,  Vleux Carre.  New Yorki New Directions, 
1977. 
Yacowar, Maurice,  Tennessee Williams and Film.  New 
Yorki Frederick Ungar Publishing Co., 1977. 
137 
VITA 
Natalie Eplnger Ruyak was born June b,   1952, to 
Frank J. and Teresa L. Epinger In Bethlehem, Pennsylva- 
nia,  A 1970 graduate of Liberty High School, Bethlehem, 
she attended Lycomlng College, Willlamsport, Pennsylva- 
nia, and graduated magna cum laude in 197^ with a B.A. 
in English.  Active in college life, she was granted the 
Chieftain Award, the college's most prestigious honor, 
given to the student who, in the view of the faculty and 
students, contributed the most to Lycoming College 
during a four-year stay.  After graduation, she Joined 
the staff of Liberty High School as an instructor of 
English, where she has remained for a duration of six 
years.  During this time, she has taught eleventh grade 
English, working with a wide range of student ability 
levels.  She has been active in various extra-curricular 
activities at Liberty, serving as advisor to Young Wri- 
ter, the school's literary-art magazine, debate coach, 
and class advisor.  Married to Edward G. Ruyak, Jr., she 
now resides in Lower Nazareth, and remains active In 
civic and church life, local tennis clubs, teacher or- 
ganizations, and the Lycoming College Alumni Association. 
138 
